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ABSTRACT 
 
Colleges, universities, and conservatories are known and respected for teaching singers 
with the potential to become either performers or teachers-in-training through the 
instruction of bel canto vocal pedagogy. Recently, however, a shift towards the popular 
musical theater points to a desirable career path for many students. The evolution of 
musical theater and its rigorous performance demands has caused many teachers to 
believe this style of singing is deleterious to the voice. Arguments between bel canto and 
musical theater pedagogues validate the importance of a closer examination of how 
personal and professional experiences shape an individual to become a teacher of musical 
theater pedagogy with no formal training. This narrative inquiry sought to determine how 
three voice teachers’ past experiences influenced their desires, beliefs, and methods of 
teaching musical theater singing. The discovery of the theme of generic otherness 
revealed the commonality of marginalization experienced by each participant, based on 
their musical preferences, by their collegiate voice teachers and colleagues. Implications 
of this study established the need for current and future voice teachers to examine their 
own biases toward varied styles of singing that may in turn inhibit their teaching. 
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CHAPTER 1: INTRODUCTION 
We share our stories for the bond of understanding that is established between us 
through the telling . . . the more we share our stories,  
the closer we all become.—Robert Atkinson 
Background and Context 
 Past experiences have a great impact on why we choose certain paths for our 
lives. More importantly, what we learn from reflection of our past experiences helps us to 
grow and learn more about ourselves and the choices we have made. Perhaps one of the 
most profitable methods of reflecting on our experiences is through storytelling. Through 
narrative inquiry, we are able to pull from the recesses of our minds some of the most 
important reflections of our past that influenced our present and also our view of our 
possible future. “Stories preserve our memories, prompt our reflections, connect us with 
our past and present, and assist us to envision our future” (Kramp, 2004, p. 107). 
As human beings, we often anticipate goals for our lives but, through “lived” 
experiences, those goals often pivot and lead us in directions we had never imagined for 
ourselves. Both negative and positive experiences can influence us to pursue various 
personal and professional objectives. Therefore, it is plausible for past experiences to lead 
one to a turning point influencing him or her to completely reverse plans or ideas.  
 Many singers have a passion to perform on stage; however, most students will 
pursue teaching, as well. Young musicians spend countless hours researching, applying, 
and preparing for auditions in order to gain acceptance into the exact institution that will 
help them reach their goals. For many, however, their dreams change through personal, 
  
2 
musical, and academic experiences. Some may envision themselves becoming great 
opera singers, while others are drawn to the musical theater stage. Although young 
musicians desire a career as performers in a specific genre, it is through their experiences 
that their pursuit of such a career is shaped. 
Colleges, universities, and conservatories are respected for teaching singers with 
potential to become either performers or teachers-in-training through the instruction of 
bel canto vocal pedagogy. Many teachers strongly believe that bel canto is the foundation 
on which to build an elite singer. Furthermore, voice teachers have held the conviction 
that if students can successfully sing with a solid classical technique, they can sing any 
style of music (Edwin, 1998).  
LoVetri and Weekly (2003) conducted a study specifically to determine exactly 
what voice instructors were teaching in non-classical music. The majority of teachers 
surveyed attended the National Association of Teachers of Singing musical theater 
conference in 2003 in New York City. Roughly one quarter of all respondents felt that 
there was little to no difference between musical theater and classical singing. 
Additionally, one third of the teachers affiliated with a university believed very little 
difference existed between the singing styles of bel canto and musical theater.   
According to Woodruff (2012), “it has long been presumed and taught that the 
classically-based voice techniques of Western culture could adequately and thoroughly 
serve the divergent needs of the singing world” (p. 39). On the contrary, LoVetri (2013) 
disputes “the idea that classical singing and classical repertoire in foreign languages 
magically sets up a solid basis for singing any style of music” (p. 80). Recent research 
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has determined that singers proficient in singing in styles other than the Western classical 
tradition produce a tone differently from classical singers (Durham-Lozaw, 2014; Estill, 
1998; Hall, 2006; LoVetri, 2003; Neely, 2009; Trudeau, 2011). Woodruff (2012) 
suggested that “some voice pedagogues are now asserting—with corroborating scientific 
evidence—that the functional requirements for contemporary singing are quite different 
from classical function” (p. 39).  
Research has indicated that, although in some areas bel canto and musical theater 
singing incorporate the same technique, there is a difference in how sounds are taught in 
order to create a healthy way of singing both styles. Bel canto, which literally means 
“beautiful singing,” encompasses a legato line, evenness of register, vowel alignment, 
resonance, breath management, and an aesthetically pleasing tone. The Harvard Concise 
Dictionary of Music and Musicians defines the classical style of bel canto singing as “A 
manner of singing that emphasizes beauty of sound, with an even tone throughout the full 
range of the voice; fine legato phrasing dependent on a master of breath control; agility in 
florid passage; and an apparent ease in attaining high notes” (Randel, 1999, p. 62.) In 
order to achieve beauty of performance in opera, oratorio, chamber music, and art song 
often requires years of study.  
Compared with the bel canto style of singing, music theater belting has developed 
primarily over the past 100 years or so and has become popular with the general public 
(Jennings, 2014). The creation of shows such as American Idol, Glee, and The Voice 
cause young singers succeed in the pop world. Although the musical genre was born out 
of the bel canto and light operatic style of singing in the 1860s and led to the Golden Age 
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of Broadway in the 1920s, the birth of the rock musical in the 1960s brought a change 
and a demand of a new vocal style of singing (Trudeau, 2011). Musical theater singing 
requirements are more rigorous than bel canto singing because shows generally produce 
performances eight times a week and therefore the singer needs endurance. This 
frequency is quite strenuous on the vocal mechanism and requires a solid vocal technique 
for the singer to remain healthy. “Belting” can be described as an exciting vocal quality, 
an extension of speech driven primarily by the text and interpretation. Although the belt 
quality has been described by many as “twangy,” “brassy,” “harsh,” “loud,” and “nasal” 
in tone (Estill, 1988; Hall, 2006; Sundberg & Thalén, 2009), it is characterized by 
exciting and loud vocal quality. LoVetri (2003) notes,  
Belting is just a label given to a certain aspect of chest register function. This 
definition is supported by decades of use in the theatrical community to 
characterize a specific type of singing and singer who could be heard at the back 
of the house long before there was electronic amplification. (p. 162) 
Scientific studies have been conducted to compare vocal production of bel canto 
and belting techniques. These studies have confirmed the prime differences as a higher 
larynx position, a higher closed quotient, shortening of the pharynx, and higher subglottal 
pressure in belting technique than in bel canto technique (Barlow & LoVetri, 2008; Estill, 
1988; Sundberg & Thalén, 2009). (See Definitions of Terms, p. 19.) 
 The differences between those who believe bel canto the only acceptable method 
and those who have confidence in a non-classical vocal pedagogy may cause many 
frustrations that can either produce conflict between the two belief systems or, if 
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approached in a positive manner, can bridge a gap to show the importance of both 
pedagogies and their functions. Our experiences influence our choices of musical 
preferences and pedagogy as teachers and performers. It would seem too difficult a task 
to separate the person from the pedagogy. The experiences that shaped a student’s belief 
that bel canto is superior to musical theater or vice versa play an important role when 
they become an instructor in the decision to teach a certain method.  
Statement of the Problem 
Because research has determined that clear differences in vocal pedagogy exist 
between bel canto and theater methods, countless voice teachers feel uncomfortable 
teaching a non-classical approach (Spivey, 2008). In fact, according to a study by Bevan 
(1989), “The more prevalent opinion is held by classically trained voice teachers who 
argue that belting is both aesthetically offensive and deleterious to the vocal mechanism” 
(p. 6). Agreeing with this statement, Trudeau (2011) includes in his study a quotation 
from vocal pedagogue and vice-president of Estill Voice International, Mary Klimik. She 
states, “There are many classical voice teachers who tell students that belting is an 
unhealthy, ugly, damaging use of the voice. This can, undoubtedly, be true. Unhealthy 
belting can truly be an unnerving experience” (p. 102).  
The bel canto style dates to the 18th and early 19th centuries, and it is largely 
understood that this Italian vocal style includes “perfect legato production throughout the 
range, the use of a light tone in the higher registers and agile and flexible delivery” 
(Jander & Harris, n.d.). It has been taught as an acceptable technique for many years in 
college settings. Is it possible that those who have taught bel canto and have worked 
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diligently to polish their technique cannot wrap their minds around a method so different 
from what they have learned and practiced as a singer and teacher? Therefore, a vast 
disconnect exists between the knowledge of many voice teachers and the general 
population of singers when it comes to incorporating the belt technique into their practice 
of singing. Probably more often than not, teachers and singers are afraid even to try this 
newer technique because they might damage their students’—or even their own—vocal 
instrument.  
One could further argue that while many teachers may agree that unhealthy 
belting is damaging to the voice, this does not necessarily mean that the mainstream of 
teachers believes that all belting is detrimental to singers. Perhaps some vocal instructors 
would be willing to teach this newer method, but are not confident in their own skills. 
Musical theater pedagogy is considered a fairly new technique, and many feel that they 
have had insufficient training in their collegiate experience (LoVetri & Weekly, 2003). 
Moreover, it is plausible that many voice teachers have performed musical theater at 
some point in their career that required a technique closely related to the bel canto style 
of singing. They therefore lack experience performing in the theater style. Possibly, many 
voice teachers who desire to expand their teaching to include diverse styles feel that their 
lack of training and performance experience prevents them from delving into unfamiliar 
territory. 
Weekly and LoVetri (2009) conducted a study of 145 voice teachers in the United 
States and several foreign countries to determine which type of training in Contemporary 
Commercial Music (CCM) they had received, and to determine their performing 
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experience, teaching philosophy, and use of terminology with their voice students. The 
study revealed little formal training in the newer pedagogies while any such training was 
received through workshops or short seminars. Furthermore, teachers who had only 
received classical training confirmed that they did not know how to sing in any other 
style. It is likely that many teachers still struggle with understanding the differences in 
vocal production between musical theater and bel canto pedagogy.  
Spivey (2008) defines the two camps’ opposite beliefs regarding the belt voice 
and outlines their differences. He states, “There is a group that emphatically believes 
belting to be an abusive behavior that compromises the voice and ultimately leads to its 
demise. The other cadre promotes belting as an altogether viable voice mode that is 
nothing more than an organic outgrowth of energized speech” (Spivey, 2008, p. 607). 
Voice teachers who find the belt voice unpleasant define the technique as, 
characteristically, bringing the weight of the chest voice up too high; this is associated 
with producing a tone that is thyroarytenoid dominant. (See Definitions of Terms, p. 22.) 
Many contend this action to be damaging to the vocal instrument (Hall, 2006; Reid, 1983; 
Trudeau, 2011; Ware, 1998; Young, 1995). Trudeau (2011) states that 
Incorrect belting often includes bringing the chest voice up far beyond its typical 
limits without engaging the CT [cricothyroid, associated with head voice 
production] muscles, resulting in a tight and shout-like sound. The singer will 
most likely have extremely tense neck, laryngeal, and jaw muscles and the tone 
will get hoarse towards the top of the range. Somehow many classical pedagogues 
assume that this is the type of singing that constitutes the term ‘belt,’ and this type 
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of singing is quite damaging to the vocal folds. (p. 102) 
This sort of understanding, or misunderstanding, could be the cause of the 
opposing beliefs between the bel canto versus belt vocal instructor. The above quotation 
is true in that poor technique can be quite damaging; however, this belief may lead many 
to assume that there is no healthy alternative when it comes to producing musical theater 
singing. Contrary to these beliefs, the voice teacher who advocates musical theater vocal 
production trusts that proper belting is not driven by the chest voice associated with bel 
canto singing, but in fact incorporates a healthy chest-mix [blending chest and head 
voice, known as middle voice] (Hall, 2006).  
Is it conceivable that voice teachers who teach only the bel canto technique have 
not consistently heard an elite Broadway singer, the product of healthy belting? 
Additionally, is it plausible that those same teachers fearful of teaching and belting have 
had negative experiences of singing in a style in which they have not been sufficiently 
trained? Furthermore, is it possible that with the increase of student interest in musical 
theater and non-classical singing, voice instructors are experimenting with limited 
success because they are still struggling with issues of performance and pedagogy 
themselves? A recent study conducted by Durham-Lozaw (2014) quoted vocal 
pedagogue Jeanette LoVetri stating, “only a small percentage of [voice] professors 
actually sing in a belt sound and the others don’t teach it or teach it poorly. For every one 
quality teacher, there are many others doing it incorrectly” (pp. 72–73).  
In an age in which musical theater has evolved into a vital and popular form of 
entertainment, one would expect vocal instructors to expand their knowledge and practice 
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of teaching and performing musical theater in order to better serve their students. Why 
are some teachers willing to experiment with teaching and performing in a diverse style 
from their background and training? Which social and musical activities influenced their 
desire to broaden their performance/pedagogy to include musical theater? These 
questions can only be answered through the understanding of vocal instructors’ 
experiences as both a singer and teacher. Is it likely that past experiences have influenced 
what teachers are willing or feel comfortable teaching? Negative or positive experiences 
can have a great impact on how one chooses to teach. Arguments between the two camps 
validate the importance of a closer examination of how personal and professional 
experiences shape an individual to choose the road less traveled in order to become a 
teacher of musical theater pedagogy.  
Purpose Statement 
The purpose of this narrative study was to examine the stories and lives of three 
mid-career voice teachers and how their experiences from childhood through adulthood 
shaped their desires, beliefs, and motivations to enlarge their vocal pedagogy to include 
musical theater. The participants in this study were trained to become teachers through 
bel canto pedagogical practices, but have since explored and expanded their teaching to 
include musical theater.  What happened in their personal and professional lives to cause 
them to broaden their teaching approach from bel canto to musical theater? Research 
indicates that, although there have been studies regarding the health and pedagogy of 
musical theater’s style of singing, many voice teachers still do not have an understanding 
of this newer vocal technique. A disconnect persists between what many voice teachers 
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know about belting technique and what they believe about this style of singing. 
My desire was to help others see the importance of this emerging form of 
pedagogy through the stories of voice teachers who have struggled with and raised 
questions regarding a vocal technique for which they had received no prior training. This 
study sought to determine whether a relationship exists between a teacher’s personal and 
professional experiences and how their beliefs regarding their approaches to teaching 
vocal technique were shaped. Their experiences and stories give credence to how they 
have successfully expanded their teaching in order to give students a broader knowledge 
of vocal technique and to make them more marketable in today’s performance world. 
This study demonstrates the need for current voice teachers to examine their own 
life experiences in order to promote self-understanding to help remove obstacles in the 
development of their pedagogical practices of musical theater technique. Furthermore, the 
study establishes the importance of developing a component in the college vocal 
pedagogy course for future voice teachers to encourage self-examination of biases toward 
varied styles of singing that may serve as a barrier in their own teaching. 
 This study examined the lives of three mid-career voice teachers trained in bel 
canto vocal pedagogy with the intention to prepare them to teach students to sing in a 
classical style. Throughout the course of their teaching careers, however, they expanded 
their pedagogy to include musical theater although they possessed no formal training in 
teaching that style. Although each teacher’s background differs, I was interested in 
finding to what degree their stories share commonalities or dissimilarities.  
One’s own stories are often constructed and reconstructed as one’s situation 
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changes through life. Bruner (2002) stated,  
Our self-making stories accumulate over time, even pattern themselves on 
conventional genres. They get out-of-date, and not just because we grow older or 
wiser, but because our self-making stories need to fit new circumstances, new 
friends, new enterprises. Our very memories fall victim to our self-making. (p. 65) 
Each teacher’s stories therefore change the meanings of past experiences as they 
reminiscence about their life. This helped them make sense of the past that has influenced 
their present and future. According to Fordice (2013), “These recalled experiences help 
form the meaning of present experience and are themselves simultaneously reformed by 
the present and anticipated future in a dialogic interaction that continuously renews the 
meaning people make of their world and of their Self” (p. 9). 
Perhaps through this research other voice teachers will be prompted to look within 
themselves to determine whether they have prejudices that keep them from serving their 
students and help them to become more versatile singers. One purpose of narrative 
inquiry is to prompt not only the researcher and participant to find meaning in their 
stories, but also for the reader to learn something about him or herself as he or she 
reflects. It was my desire that the stories of these teachers would uncover the experiences 
that led them to expand and grow as voice teachers who embarked on a new genre of 
music. 
Research Questions 
 The research questions in this narrative study endeavored to determine how three 
voice teachers’ past experiences shaped their teaching of musical theater singing. 
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Specifically, the study seeks to answer two questions: 
1. Which experiences in each individual’s personal and professional life 
influenced and fostered his or her pedagogical understanding of musical 
theater pedagogy?   
2. How does each individual’s retelling of his or her life experiences construct an 
understanding of meaning to his or her past, present, and future as a teacher of 
musical theater singing? 
I chose to only investigate the lives and stories of three mid-career voice teachers 
trained as bel canto singers and teachers; however, through musical, personal, and 
societal experiences and influences they have expanded their teaching to include musical 
theater in their private vocal studio. Specifically, I examined how their past experiences 
shaped them to become teachers of musical theater singing. Through telling their stories, 
I shall seek to find meaning in each teacher’s background through their perspectives of 
their experiences.  
Limitation and Delimitations of the Study 
As I began the process of choosing participants for this study, I selected three 
vocal instructors with at least fifteen to twenty years teaching experience. Their 
pedagogical training focused on the bel canto style of singing according to the standards 
of either regional accrediting bodies or national accrediting associations such as the 
National Association of Schools of Music (NASM). I also sought individuals who elected 
to expand their instruction to include musical theater in spite of having received no 
formal collegiate training in this area. Additionally, I pursued teachers with experience 
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singing in both styles in order to effectively demonstrate to their students their knowledge 
of performance practices for bel canto and musical theater. I preferred to include teachers 
who have been or were currently members of the National Association of Teachers of 
Singing (NATS) or other professional societies such as Tennessee Music Teachers 
Association (TMTA). I believe membership in these organizations confirms that each 
teacher is committed to vocal pedagogy, strives to stay current in their field, and 
understands the importance of participation in national and state organizations recognized 
for their standards in pedagogy.  
After reading numerous narrative studies (Chiu Ching, 2005; Cavendish, 2011; 
Dean, 2012; Fordice, 2013; Hunsburger, 2008; Kruse, 2012; Morrison, 2013; Paszek, 
2012), I chose to limit my study to three specific teachers with the intention of delving 
deeper into their life experiences in order to find common themes that influenced them to 
broaden their pedagogical skills as voice teachers. Additionally, I felt that including three 
voice instructors rather than one or two would strengthen my findings and allow me to 
determine if other teachers have had similar experiences. Moreover, selecting only three 
teachers rather than four or more allowed me to spend more time with each individual in 
order to focus on their experiences to create a more in-depth study. These results could 
potentially have implications on how we as teacher educators expand pedagogy classes to 
include other vocal techniques, as well as including a component of self-examination of 
biases toward certain types of singing. This study does not seek to determine how each 
voice teacher incorporates musical theater technique in their teaching, but tries only to 
determine how each perceives which life experiences had led them to expand their 
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pedagogy to include this style of singing and how their identity has been shaped through 
the process. 
Justification for Methodology 
The purpose of using any methodology is to efficiently answer the research 
questions. While quantitative research is excellent for surveying a larger population in 
order to collect information, qualitative research works for the purpose of observing 
participants in a natural setting. Neither method, however, is suited for scrutinizing one’s 
past and examining experiences in order to arrive at a deeper “knowing,” or making 
meaning, of those experiences. According to Bamburg (2010), narrative inquiry can 
provide a gateway into two realms, “the realm of experiences where speakers lay out how 
they as individuals experience certain events and confer their subjective meaning onto 
these experiences; and the realm of narrative means (or devices) that are put in order to 
make (this) sense” (p. 3). Therefore, narrative inquiry was the most appropriate method 
for this study as I sought to determine which experiences shaped teachers to instruct 
musical theater pedagogy. 
Narrative inquiry as a methodological choice for this study was important in order 
to ascertain how each voice teacher arrived at what she or he teaches and knows through 
sociological and musical influences and experiences. Such experiences consisted in part 
of familial influences and how the singers perceived themselves as performers and 
musicians based on a teacher’s impact in their lives. According to Moen (2006) 
“Society—or the world, for that matter—has continuous influence on the individual or 
the mind, and vice versa. Human beings learn and develop in these mutual processes 
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between the individual and society” (p. 2).  
Specifically, I was interested in hearing and making meaning of the stories of 
three teachers with at least 15 to 20 years of experience as vocal instructors and in 
discovering how their life experiences shaped or re-shaped their pedagogical identities 
over time. As I did in my study, Sedberry (2013) used the narrative approach in her 
research; she sought to understand the lives of beginning, experienced, and veteran 
female English teachers at various stages of their careers. She quotes Ball and Goodson 
(1981): “more needs to be known about how, for example, teachers’ lives outside classes 
influence their teaching and the crucial episodes and watersheds that mark shifts in 
attitudes in their careers” (pp. 26–27).   
Additionally, it is only through narrative inquiry that past experiences can be 
examined to identify growth and change of one’s identity as a teacher and performer, 
whether those experiences are painful, joyful, inspiring, or otherwise. Chataika (2005) 
states, “Narrative understanding, which has the fluidity and wholeness of a story that 
brings together in a meaningful whole an experiential understanding, is in tune with pain, 
aspirations, memories, joys, and longings of the human journey” (p. 3).  
This method of inquiry also allowed a smaller population to have a voice by 
limiting the number of participants in order to explore deeper into their past experiences. 
According to Chataika (2005), “the methodological challenge is to find ways to allow the 
smaller voices embodied with these aesthetic qualities to be heard. Often the smaller 
voices are there, in the background—invisible and drowned out, others louder, more 
dominant, and putatively more deemed legitimate” (p. 4). Many well-known vocal 
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pedagogues teach; however, I wanted to hear the stories of voice teachers laboring in the 
field of smaller institutions, private schools, and studios. According to Bamburg (2010b) 
“everyone has a right to tell [his or her] story” (p. 6). Dialogue with these three voice 
teachers allowed each subject to have her own voice in creating meaning to her stories as 
her life and pedagogy has been shaped through both personal and professional 
experiences.  
Likewise, through dialogue, the teachers found meaning within their own stories 
as they gave voice to their inner thoughts and personal experiences that helped them 
devise a viable pedagogy for their students. Dialogue in narrative inquiry is instrumental 
in revealing the subject’s voice. Bakhtin’s (1986) concept of dialogue, which includes 
utterance, addressee, and voice are concerned with interacting with others in order to 
create meaning. His concept outlines dialogue in the following manner: utterances can be 
either spoken or written in a sociological context, our inner thoughts in a psychological 
context. The addressee is meant to include others who we may be speaking to, or it could 
refer to addressing one’s own self. Lastly and importantly, utterances must represent a 
voice that needs to be heard. Moen (2006) states, “Not only do we conduct dialogues 
with the surrounding world when we, for example, interact with other people, we also 
conduct dialogues with ourselves in our consciousness” (p. 3).  
Through the use of extensive personal interviews, I elicited a dialogue with each 
of the research participants in order to find meaning through scrutiny of the teachers’ life 
experiences that led them to become teachers of musical theater. Additionally, I utilized 
Clandinin’s and Connelly’s model (2000) to focus on their four directions of inquiry: 
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inward, outward, backward, and forward. This model brings attention to one’s internal 
conditions, such as feelings, hopes, aesthetic reactions, and moral dispositions as well as 
external conditions which derive from the environment. The notion of backward and 
forward refers to past, present, and future. Clandinin and Connelly (2000) stated, “that to 
experience an experience—that is, to do research into an experience—is to experience it 
simultaneously in these four ways and to ask questions pointing each way” (p. 50). 
Through the inspection of three vocal pedagogues’ reflections, I looked for any 
common themes presented in each of the participant’s stories. This narrative research 
approach is described by Jerome Bruner (1991) as having two focuses that “should center 
upon people and their intentional states: their desires, beliefs, and so on; and they should 
focus on how these intentional states led to certain kinds of activities” (p. 70). This study 
sought to do more than to simply recall experiences as an order of events. It also 
observed the teacher’s retelling of their stories and meaning was constructed through 
those experiences as they related to each individual’s past, present, and future 
understanding.  
Because this study focused on the perceptions of only three vocal instructors’ 
experiences, it allowed the researcher to collaborate more closely with her subjects to 
establish a more intimate relationship. It afforded the subjects an opportunity to 
participate in verifying the credibility of the findings and interpretations for this study 
through member checks. According to Moen (2006) member checks are a “verification 
procedure involves taking data, analyses, interpretations, and conclusions back to the 
research subjects so that they can judge the accuracy and credibility of the account” (p. 
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8).  
Preamble 
 As a voice teacher for over twenty years and having had a classical training, I had 
little exposure to the non-classical technique of singing. Recently, however, I was hired 
to teach at a private college with a musical theater degree program. As a teacher, this was 
a scary, but exciting time to test the waters and research a new approach to teaching. In 
addition to teaching and directing the opera theater program, I was in charge of preparing 
musical theater students to present a senior showcase much like a classical recital. These 
students were required to present scenes incorporating various styles of Broadway 
singing. This challenged me to become well versed in a style and technique of singing 
totally foreign from my teacher training. Through this venture I believed there had to be a 
healthy way of belting and that it was my responsibility to learn the most effective way of 
teaching such a method to my students.  
Although I wished to understand such a healthy approach, I did not immediately 
fall in love with this style of singing. An experience involving my youngest daughter 
made me recognize my own bias against musical theater. Wanting to support her as a 
musical theater student, I began listening and researching more about the style and 
pedagogy. I honestly thought after doing research and attempting to train my singers to 
sing with a healthy technique that I was doing something right, and that I was on the way 
to success as a teacher who could teach both styles. I was wrong, quite wrong. This 
narrative study transformed my way of thinking not only about a musical genre, but about 
my students.  
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As I began examining research regarding the single theme all three participants 
had in common, I was horrified and broken-hearted in my role as a teacher and how I 
have “othered” my students. The pivotal moment occurred when my daughter walked 
into my office and I was crying. Trying to decipher why I was distraught I told her that I 
was crying over my dissertation. She immediately thought my supervisor had given me 
some bad news. Through tears I explained to her that this study was breaking me. It was 
breaking me in a way that changed my perception of not a musical genre, but about each 
and every student that I had marginalized through spoken and unspoken attitudes that bel 
canto was superior. This attitude bled over to the student and I had made them feel 
inferior. My attitude about the musical genre had transferred to the student.  
It was not enough, however, for me merely to realize this. I had to change how I 
taught and change how I connected with the student. Ultimately, I had to change.  
Definition of Terms 
Abduction—“Separating of the vocal folds or opening of the glottis, as occurs 
with inhalation” (Ware, 1998, p. 275). 
Adduction—“Drawing together of the vocal folds or closing of the glottis in the 
act of phonation; to move toward the midline position” (Ware, 1998, p. 275). 
Bel canto—An Italian term that means “beautiful singing.” This method of 
singing “emphasizes beauty of sound, with an even tone throughout the full range of the 
voice; fine legato phrasing dependent on a master of breath control; agility in florid 
passage; and an apparent ease in attaining high notes” (Randel, 1999, p. 62.) 
Chest Mix—Also known as middle voice. “Blending and dynamic balancing of 
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chest and head register mechanisms in the middle range of the voice” (Ware, 1998, p. 
280). 
Chest Voice (Register)—The lowest and heaviest register of the vocal mechanism. 
Closed Quotient of the Vibratory Cycle—The period when the vocal folds are 
touching during the phonation process (LoVetri, 2012). During this process “air pressure 
is held back when the vocal folds are closed” (Roll, 2014, p. 15). 
Cricothyroid muscle— “Four muscles which attach to the front of the cricoid 
cartilage and serve to lower the thyroid cartilage in the adjustment of the vocal-folds for 
higher pitches; the oblique part consists of two muscles located at the sides of the 
cartilage and have diagonal fibers that pull the thyroid cartilage down and also forward; 
the vertical part consists of two muscles located in the front of the thyroid cartilage and 
have vertical fibers that pull directly on the thyroid cartilage” (Ware, 1998, p. 277). This 
muscle is most associated with head voice production. 
Falsetto—“Vocal production associated primarily with the high register and light 
quality of the male voice, and produced by using only the medial compression of the 
vocal folds” (Ware, 1998, p. 278). 
Formants—“Regions of prominent energy distributions (partials) in a vocalized 
tone that determine the characteristic qualities of vowels” (Ware, 1998, p. 278). 
Glottis—“the space between the vocal folds” (Lessac, 1997, p. 11). 
Head Voice (Register)—“Adjustment of the laryngeal mechanism that produces a 
lighter tonal quality, with sensations experienced in the head; suitable for soft singing and 
for the upper part of the voice range” (Ware, 1998, p. 278). 
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Larynx—“An organ of the respiratory tract situated in the throat and neck above 
the trachea (windpipe); composed of cartilage and muscles and containing a pair of vocal 
folds which vibrate to produce voice” (Ware, 1998, p. 279).  
Musical Theater Belt—a style of singing produced with high intensity to create a 
loud and powerful sound for the Broadway stage, often referred to as sounding brassy, 
twangy, and as having a nasal quality (Estill, 1988). The sound is “produced by a chest 
dominant register of the female voice on pitches that are typically produced by the female 
head register in the range of F4 to F5” (Roll, 2014, p. 16). 
Pharynx (Throat)—“The membranous tube connecting the mouth and nasal 
cavity with the esophagus” (Ware, 1998, p. 281). 
Subglottal pressure—air pressure in the trachea below the glottis when it is 
closed. 
Thyroarytenoid Muscle—“One of the two muscles originating below the thyroidal 
notch and inserting into each arytenoid cartilage” (Ware, 1998, p. 283). The muscle is 
most associated with the chest voice production. 
Trachea—“a cartilaginous tube through which air passes to and from the lungs” 
(Ware, 1998, p. 283). 
Vocal Folds—“Lower part of the thyroarytenoid muscles, or true folds (cords)” 
(Ware, 1998, p. 283). 
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CHAPTER 2: VOCAL LITERATURE REVIEW 
 This narrative study was designed to examine how the life experiences of three 
voice teachers influenced their desires, beliefs, and motivations to expand their method of 
teaching to include musical theater pedagogy. Research on musical theater vocal 
production is fairly recent, therefore the extant literature does not provide insight into 
how one’s experiences shape voice teachers’ desires to enlarge their pedagogy from the 
conventional bel canto style to include that of musical theater. I examined studies that 
showed a distinct difference in the vocal mechanism between the production of bel canto 
and musical theater and discovered research that revealed many voice teachers were 
uncomfortable teaching musical theater due to insufficient training. Through casual 
conversations with other teachers, I found only a minority of vocal instructors in 
Tennessee had expanded their vocal studio to include belting as a viable method of 
singing. 
Although this study did not delve into each teacher’s pedagogical content, it was 
important to include literature to show 1) difference between the vocal production of the 
bel canto and the musical theater style of singing, 2) that musical theater belt pedagogy is 
still quite new, and 3) there remains limited vocal teacher training in this style of singing.  
Voice Science and Musical Theater Singing 
Several studies have sought to define belting through scientific research by 
examining the laryngeal mechanism, pharynx, formant, and sub-glottal pressure of 
experienced singers (Bevan, 1998; Estill, 1988; Grant, 2011; Schutte & Miller, 1993; 
Sundberg, Gramming, & LoVetri, 1993). Research has confirmed that physiological 
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differences occur inside the vocal tract between the bel canto and the belt style of 
singing.  
Through the insertion of bipolar electrodes into one of the vocal folds and seven 
extrinsic muscles, Jo Estill (1988) conducted two separate experiments testing six 
qualities of the voice. These qualities were “speech (modal), falsetto, low larynx (cry), 
twang-nasalized, opera with ‘squillo’ (the singing formant), and belting” (p. 39). The 
subjects produced each of the varied sounds on five pitches encompassing two octaves 
beginning on G3 (196 Hz) to G5 (784 Hz) on an /i/ vowel. Estill compared belting with 
speech and opera through three kinds of data: acoustical analysis, analysis of the glottal 
contact of the vocal folds, and electroglottograph (EGG) data for each of the seven 
extrinsic muscles.  
Results of the experiment showed that belting displayed a longer closed quotient 
where the folds remained closed approximately 70% of every cycle across the two-octave 
range. Furthermore, it was revealed that although operatic singing dynamics are louder 
than speech, it displays a shorter closed phase.  
Steinhauer and Klimek wrote a monograph based on the research of Jo Estill. This 
book was published by Steinhauer, Klimek, and Estill (2016). The Estill Voice Model 
includes the theories Estill developed over a lifetime of research in order to answer the 
simple question, “How am I doing this?” The book thoroughly examines her research; it 
is broken into chapters based on the mechanical function of the singing voice. The 
impetus of her research was guided by the Speech Chain and the guiding principle of 
what occurs when one speaks. Estill applied this principle to her research on the singing 
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voice to determine what happens on the linguistic, physiologic, and acoustic levels. 
Kmucha, Yangisawa, and Estill (1990) conducted a study on a group of 
professional singers that analyzed the laryngeal function as it occurs in various exercises. 
Using a five-part vocal figure and fiberoptics, Kmucha et al. found that the false vocal 
folds met in the midline and completely obscured the true vocal folds during normal 
constrictive behaviors such as coughing or straining. The true vocal folds adducted with a 
posterior chink when subjects sang a vocal phrase. When subjects were asked to constrict 
and release the vocal folds without phonation Kmucha et al. found that high air flow and 
turbulence occurred. Lastly, when subjects were asked to laugh, the larynx slightly 
lowered. 
Sundberg and Thalén (2009) conducted a study to determine which vocal qualities 
were found in the “twang” style. Twang has been associated with loud and high-pitched 
singing, which creates the impression of high energy and expressivity (p. 654). The 
purpose of their study was to identify voice source properties and formant frequency 
combinations that contribute to listeners’ perception of a twang quality. The study 
recorded a female professional vocalist singing in both twang and neutral style using the 
pitches C4, E4, G4, and C5 on the syllable /pæ/ as well as a phrase from the song “Ain’t 
nobody” by David Wolinski. The recordings employed four signals to be digitized: audio 
recording, flow recording, oral pressure recording, and electroglottograph signal.  
The results, with the exception of one listener, consistently concluded that all 
tones sung intending to use the twang quality were perceived as twang and not neutral. It 
was confirmed that subglottal pressure was higher in twang than in the neutral style, as 
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well as the closed quotient (Qclosed) [the glottal cycle that prevents airflow through the 
closing of the vocal folds] was found to be higher in twang. Furthermore, this research 
revealed that the shortening of the pharynx with the combination of raising the laryngeal 
mechanism produced the twang quality.  
The voice instructor seeks to develop in students a pleasing and consistent tone 
regardless of whether they are singing with a bel canto or musical theater belt technique. 
Barnes-Burroughs, Watts, Brown, and LoVetri (2004) conducted a study to investigate 
the visual/kinesthetic effects of melodic contour. The purpose was to examine how 
singers tilted their heads when moving from note to note and the effects on vocal timbre 
in both classical and musical theater repertoire. Eight subjects were evaluated using four 
different methods of delivery while singing “Somewhere over the Rainbow.” These four 
methods/conditions were: A) singing while allowing the head and neck to follow the 
contour of the melodic line; B) singing while holding the head and neck in an elevated 
position; C), singing while holding the head and neck in a downward position; and D), 
singing while allowing the head and neck to follow an inverted pattern of the melodic 
contour. Each subject was asked to sing in both classical and musical theater styles for 
each of the four conditions and each was evaluated by two voice authorities, Oren L. 
Brown and Jeannette LoVetri. Both vocal pedagogues listened blindly behind a screen in 
order not see which condition each participant was engaging.  
Results from the study showed that neither vocal authority rated any subject as 
singing their best when utilizing condition A, which called for the neck and head posture 
to follow the natural melodic contour. In the classical style of singing, 19% favored 
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condition B, 19% favored C, and 62% favored D, the timbre produced with neck and 
head following the inverted melodic contour. In the musical theater style of singing, 
however, results showed 19% favored condition B, 56% incorporating condition C, and 
25% favored D. 
Hoping to determine a quantifiable difference in vocal production in singers who 
engage in both classical and musical theater training, Barlow and LoVetri (2008) 
conducted a study on twenty singers between the ages of 12 and 17 who were part of the 
Brooklyn Youth Chorus Academy. Each subject was recorded by a digital laryngograph 
singing “Happy Birthday” in both the classical and musical theater styles. Each 
participant was asked to sing the examples with a dynamic level of mezzo forte. After the 
initial recordings were transcribed, the researchers conducted a more detailed study on 
the ten subjects who had the most training; those subjects ranged between the ages of 14 
and 17. 
Barlow and LoVreti extracted five notes for laryngograph and acoustic analysis 
for each sung example: the root, 3rd, 5th, 7th, and octave. The study examined average 
vowel spectra of both styles to determine the differences in fundamental frequency and 
harmonics. The vowels examined were /æ/ as in happy, /ɝ/ in birthday, and /u/ as in you. 
The results showed that the musical theater voice uses a higher closed quotient for most 
pitches than does classical vocal production. The average vowel spectra revealed stronger 
harmonics in relation to the fundamental frequency for musical theater singing than in 
classical singing.  
According to Sundberg, Thalén, and Popeil (2010) physiological 
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findings differentiating classical and belting voice production have 
shown important differences including variances in vocal fold vibrational 
patterns, speed quotients, and closed quotients of the vocal folds, air pressure, 
cartilage tilting differences of the thyroid and cricoid cartilages, the position of 
the hyoid bone, involvement of the supralaryngeal muscles, resonance 
characteristics, and comparative laryngeal height. (p. 44) 
Sundberg et al. (2010) conducted a study that would identify the phonatory (making a 
sound through speech or singing) and resonatory (amplifying sound through vibration of 
air in head and chest cavities) characteristics of substyles of belting produced by a single 
subject. The subject was recorded to give an expert panel the opportunity to analyze the 
examples concerning subglottal pressure, voice source, and formant frequency. The 
subject sang in five substyles of belting: heavy, brassy, ringy, nasal, and speech-like, as 
well as classical style to provide comparison. As in their earlier study (Sundberg, et al. 
2009), the subject sang an excerpt, this time from the song “Everything’s Coming Up 
Roses” on the syllable /pæ/. She also sang the same syllable using a diminuendo on the 
pitch F#4 in all substyles of musical theater and classical. Eight experts listened to a 
recorded CD of the subject. To ensure consistency with each listening panel, the 
examples occurred twice in random order. Only one listener’s evaluation was discarded 
due to inconsistency compared with other experts.  
The results of the test given to the expert pedagogues revealed that the entire 
listening panel, with the exception of the one person, was mostly in agreement in 
classifying the types of substyles of musical theater and classical. Furthermore, the 
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recordings revealed a higher Psub (sub-glottal pressure), air pressure in the lungs during 
speaking/singing, in the heavy substyle with the lowest Psub in the classical, ringy, and 
brassy substyles. Because of this study, it is believed that belting results in producing 
thick vocal folds and requires higher driving breath pressure.  
 In bel canto and musical theater singing it is vital to possess good resonance in 
order for the sound to carry. Singers will typically modify the height and width of the 
vocal tract in order to strengthen certain harmonics of the voice source to create a louder 
sound. Strategies for belting were tested by Bestebreurtje and Schutte (2000) and how 
those strategies were associated with vocal fold vibratory patterns. For this specific study, 
a single female subject sang on pitches G4 and B-flat4 on the vowels /ɛ/, /a/, /i/, and /u/ in 
both speech mode and belting mode. The first experiment “measured the formant 
frequencies of each phonation, to determine the position of the formant relative to the 
harmonics” (p. 195). (See Definition of Terms, p. 22.) The results of the first experiment 
showed that, although the /a/ vowel was readily suited for belting, vowels /ɛ/, /i/, and /u/ 
required adjustment of the vocal tract in order to produce a louder and brighter tone.  
 The results of the second experiment that utilized testing through 
electroglottography revealed that the strategies implemented in creating a bright belt tone 
resulted in a closed quotient above 52%, consistent with non-classical singing using the 
chest (or modal) register. 
 It is evident through previous studies that musical theater singers frequently have 
a higher closed quotient and high subglottal pressure when belting. Björkner’s study 
(2008) compared voice source characteristics in five male musical theater singers with 
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five classical baritones. Research has consistently examined the female voice; however, 
the focus of this study was to examine the male voice only.  
 The study recorded the subjects through audio, sub-glottal pressure (Psub), and 
electroglottograph signals. Each participant sang the syllable /pæ/ starting at a maximum 
dynamic level with a gradual decrescendo on the pitches C#3 and C#4. Each singer was 
asked to sing both pitches in chest/modal register; however, some switched to falsetto 
during very soft singing. The study determined that both voice types appeared to produce 
typical samples of their particular singing styles. It was revealed that the musical theater 
singers produced a higher maximum flow declination rate (total collapse of glottal flow 
per second producing a strong sound) along with a high closed quotient than the classical 
singers. 
 Leanderson, Sundberg, and Euler (1987) conducted a study to determine the role 
of the diaphragm in producing subglottal pressure during singing. The study utilized 
audio signal, electromyographic signals from breathing muscles, and pressure data. The 
study compared two singers producing tones through speech, emotive speech, and octave 
singing. Results showed that the diaphragm was passive in nonsense speech, but the 
abdominal wall was activated during times of emotive utterances. Not until octave 
singing was introduced did the pressure change considerably in both abdominal muscles 
and diaphragm activity. One of the primary results of this study showed that abdominal 
muscles may contribute to sub-glottal pressure needed to produce vocal tone. The study 
found that poor subglottal pressure can lead to poor tone quality, singing out of tune, and 
errors in voice fundamental frequency that determines pitch. It is obvious in this study 
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that demands for breath control are greater in singing than in speech. 
 Stone Jr., Cleveland, Sundberg, and Prokop (2003) conducted a study on one of 
the co-authors, a female professional singer who performed both classical and Broadway 
styles of singing. The subject performed on the syllable /pæ:/ in speech mode. Both 
modes of singing were represented in her standard repertoire, as well as in the National 
Anthem. The results revealed that both styles were easily distinguishable from each other 
and the equivalent sound was quite similar in both; however, clearly defined differences 
appeared in the characteristics of each style. 
  Although the voice source showed a stronger fundamental in operatic singing, a 
shorter open phase and a higher glottal compliance with lower subglottal pressure was 
revealed. The Broadway style showed both that the glottal adduction is higher and the 
formant frequencies were higher. Although a vibrato appeared in both styles of singing, 
the operatic style revealed a slower, wider, and more frequent vibrato than the Broadway 
style of singing. 
 Kochis-Jennings, Finnegan, Hoffman, and Jaiswal (2012) conducted a study that 
involved seven female singers with varied vocal expertise. In addition to recording the 
activity of both the thyroarytenoid and cricrothyroid muscles, each singer was recorded 
by audio and videonasendoscopy during phonation. The purpose of the study was to test 
the production of both the head and chest registers of female commercial singers to 
determine if they produced the two registers differently. The results showed more 
registers than only the chest and head; chestmix and headmix registers were also found. 
These registers were perceived to possess their own distinctive quality different from 
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pure head and chest voice. The results of the study also suggested that vocal training had 
an effect on how the registers were produced. Singers who studied to become commercial 
singers produced chest, chestmix, and head voices, while classical singers sang using the 
chest, headmix, and head registers. 
 The purpose of the study conducted by Schutte and Miller (1993) was to measure 
the acoustic and laryngeal differences between classical and non-classical singing based 
on sub- and supraglottal pressure. Examination of middle and chest registers of a 
classically trained soprano through spectrograms found that the vocal fold function had a 
distinctly longer closed phase of the glottal cycle in chest register that required more 
vocal effort than that of the middle register. In classical singing the formants were lower 
than in non-classical, which uses those formants associated with speech. 
 Phyland, Thibeault, Benninger, Vallance, Greenwood, and Smith (2013) 
conducted a study with musical theater singers seeking to determine their perceptions of 
the demands of a heavy vocal load. Using singers whose work load ranged from eight 
performances over a five- to six-day week, Phyland et al. included 79 musical theater 
singers both in focus group interviews (n=43) and a written survey (n=36) to gather 
information that would clarify the singers’ perception of their own vocal health. The 
study revealed that the singers perceived themselves to be in excellent general health in 
addition to good vocal health; however, most singers did report vocal fatigue at various 
times of the week when performing numerous shows. Although none of the singers 
reported vocal problems, complaints regarding fatigue included breathiness, difficulty 
with both high and soft notes, and throat discomfort. 
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 The study revealed that during specific days of the week they felt in extremely 
good voice when performing. Many felt the most difficult performing days were at the 
beginning and end of performance weeks while the middle of the week proved less 
difficult. 
 Sunberg, Gramming, and LoVetri (1993) conducted a study to determine the 
differences in the acoustic and phonatory characteristics of three singing styles: operatic, 
mixed, and belting. One subject, LoVetri, sang in each style on the syllable /æ/ on pitches 
G4, A-flat4, and A4, in addition to singing excerpts from “Summertime” by Gershwin 
and Giordanni’s “Caro mio ben.” Study results showed that operatic and belting differed 
in the use of subglottal pressure, glottal adjustment, and articulation. Varying differences 
in laryngeal placement included a lowered larynx in operatic style, while it appeared to 
be elevated during belt singing. The subglottal pressure and glottal adjustment were 
found to be high in belting, but moderate in both operatic and mixed styles of singing. 
The pharyngeal landscape varied in operatic styles with both mixed and belting 
producing a spread vowel compared with the taller vowel in operatic singing. The 
difference between the mixed and belting style was the position of the larynx, which was 
higher in belt. Overlap of examples of both operatic and belt styles’ subglottal pressure, 
glottal adjustment, and articulation was found in the mixed style of singing. 
 LeBorgne (2001) conducted a study that sought to define the belt voice. The two-
fold study required a panel of three expert casting directors to evaluate twenty female 
musical theater majors in order to perceive differences between elite and average belters. 
They assessed seven areas: loudness, vibrato, ring, timbre, focus, nasality, and 
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registration breaks. After comparing overall scores of each singer, LeBorgne divided the 
top four scores from the lowest four scores to distinguish those believed to be elite from 
average belters. The remaining singers were eliminated from the study. The second phase 
of the study evaluated unique spectral, aerodynamic, and acoustical differences between 
the average and elite belters to determine how they varied. Each subject was recorded 
singing several excerpts from the musical theater literature and two vocal exercises. The 
study determined that spectral characteristics, vibrato rate, and increased noise at high 
frequencies were distinctive of belting and differed from classical singing. The vowels in 
belting are similar to speech as opposed to operatic style. Elite belters had an increase in 
magnitude of vibrato rate over average belters. 
 LoVetri, Lesh, and Woo (1999) conducted a study that examined seven trained 
professional female musical theater singers to see whether muscular movements and 
structural changes of the larynx, hypopharynx, oral pharynx, and oral cavity created 
observable differences in vocal quality; they utilized an endoscope camera and a flexible 
fiberoptic endoscope. Each singer sang the vowels /a/ and /i/ on the pitch A4 using first a 
dark tone then changing to a bright tone. Each example was sung in head, mix, and belt 
qualities. It was determined that brighter vowels are the product of a smaller space and 
that vowel sound quality is affected by the changes in the pharynx and larynx through 
manipulation of mouth, palate, and posterior tongue.  
 Grant (2011) conducted a study that analyzed the phonation of eleven male 
musical theater singers in order to better understand how they produce the belt sound. 
The study utilized spectrographic images to analyze and compare varieties of vocal 
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timbre among vowels. Although the studies were limited to male subjects, Grant sought 
to expand previous research to include testing of formant tuning strategies. Subjects were 
asked to sing four vowels, /a/, /æ/, /u/, and /i/, in their upper register with both belt and 
non-belt singing. The results of this study revealed that each singer implemented resonant 
strategies in order to achieve the belt quality that resulted in higher harmonics than non-
belt quality. The study also confirmed that male singers’ formant tuning strategies were 
similar to those used by female singers. 
Yanagisawa, Estill, Kmucha, and Leder (1989) conducted a study utilizing 
fiberscopic video laryngoscopy on five singers to examine to what extent the aryepiglottis 
narrowed during voice function. Each singer was asked to produce six different tone 
qualities while singing “Happy Birthday” and the national anthem. The six tone qualities 
included the following: speech, falsetto, sob, twang, belting, and opera. As described by 
Yanagisawa et al., when one swallows, a succession of narrowing happens with the true 
vocal folds closing first, followed by the false vocal folds, and then the aryepiglottis. It is 
not surprising that the aryepiglottis narrows when producing qualities such as twang and 
belt, but one would think it less likely to occur in operatic singing. It was determined that 
the constriction during voice function was due to the singer’s own formant pattern. 
Vocal Pedagogy and Musical Theater 
Various studies and essays have been developed by vocal pedagogues to discover 
the best methods of teaching musical theater belt pedagogy and to offer tools for teachers 
who do not feel equipped to teach this style of singing. Some suggest vocal exercises that 
will develop the registers, while others give advice for choosing the correct literature for 
  
35 
students. 
 Hardesty (2009) gives an excellent example of the vocal exercises she has 
discovered and tested in her own studio that proved especially helpful for voice teachers 
of musical theater students. This study utilizes bel canto pedagogy to strengthen the head 
voice of non-classical singers in order to develop evenness throughout the registers. She 
gives detailed examples of how to integrate the vocal exercises in the preparation of 
musical theater repertoire of traditional mix, traditional belt, contemporary mix, and 
contemporary belt styles of singing.  
 Craig’s (2003) thesis provides a physiological comparison of bel canto and belt 
styles of singing. She sought to determine whether belting was as harmful as once 
thought and whether it can be taught in a healthy way so as to not damage the singer’s 
vocal mechanism. Although Craig presents medical and professional opinions, and 
emphasized the importance of teaching students how to belt in a healthy manner, she 
does not provide suggestions as how to teach musical theater singing. 
 Goetze, Fale, and Smishkewych (2012) give an overview of five fundamental 
aspects of vocal production used in any musical genre. Beginning with an outline of the 
bel canto style of singing, Goetze et al. discuss respiration, phonation, registration, 
resonance, and articulation. An explanation is also provided for adjusting the laryngeal 
position, registration, resonance, and ornamentations for non-Western genres of music in 
both the female and male voices. Some of the cultures explored include those of China, 
Bulgaria, South Africa, Japan, and Kyrgyzstan.  
Goetze et al. clarify the adjustments of vocal production in these various cultures 
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in order to provide the tools needed for singers to authentically produce tone colors and 
effects in performance. The authors also provide an explanation of how to efficiently 
practice these various sounds. An account is given for healthy practices with a description 
of how to “give it a try.” 
 Hall (2006) compiled a guide for the experienced classical voice teacher with no 
background in musical theater. The study began with a needs assessment confirming that 
many vocal instructors did not have sufficient training in musical theater singing to feel 
confident guiding singers to sing in this style. This guide was developed through 
formative and summative evaluation. Based upon research literature, Hall developed the 
guide and solicited two expert teachers of musical theater to do a formative evaluation to 
help with further development. The summative evaluation consisted of the examination 
of the guide by three voice teachers with no musical theater background that would allow 
their feedback as to the guide’s efficacy. 
 The guide offered a brief history of musical theater in the United States, a detailed 
description of the variance between musical theater and classical singing, a thorough 
explanation of musical theater pedagogy, listening examples, and recommended 
repertoire. This musical theater pedagogy targeted the areas of breathing, posture, 
registers, tone quality adjustment, middle register, range, dynamics, and resonance.  
 The purpose of Boardman’s (1987) doctoral thesis was to develop an appropriate 
pedagogy for an intensive musical theater program. Beginning with an overview and 
development of the Broadway musical, she highlighted the influences and requirements 
of singers as dancers and actors. Boardman focused on those styles of Broadway musical 
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singing that originated from the bel canto tradition to the influences of both African-
American popular and folk music.  
She discussed which skills a singer should have upon completing a 
comprehensive musical theater program by outlining pedagogy, if applied, that could lead 
to a stronger and well-rounded musician. Boardman argued for the importance of 
understanding and attaining the foundational skills of music with at least two years of 
piano lessons and three years of music theory study. She argued that the musical theater 
student should also be exposed to Dalcroze eurythmics. She also gave a thorough 
description of a pedagogy that included the differences between singers’ and dancers’ 
breathing techniques, freeing the voice, speaking and singing, singing and movement, 
and belting. Although the outline was quite extensive, she did not provide exercises 
applicable to her suggestions for this pedagogy. 
 Noone (2008) wrote a thesis on the benefits achieved by classical voice teachers 
opening their voice studio to the musical theater singer. Providing a philosophy behind 
why she felt it important to bridge the gap between the two pedagogies, Noone provided 
information from various pedagogues and the compared their techniques. She provides a 
brief historical evolution of musical theater. Although Noone suggested that she would 
provide a supplemental methodology for voice teachers, her paper seemed to argue more 
for the importance of teachers being open to non-classical singers than providing tools to 
teach them.  
Davey (2010) conducted a study that focused on the preparation, attitudes, and 
responsibilities of high school instrumental and choral music teachers who were given the 
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task of directing musicals. A Likert-type survey that included open-ended questions was 
sent to music educators who taught at secondary schools in Arizona. A total of 417 
surveys were sent to music teachers and it received a 71% response rate. The study found 
that 80% of music teachers were responsible at least for the music portion of putting 
together a production. Sixty-two percent of music teachers were not trained in musical 
theater, but 70% of those who had the added responsibility enjoyed learning the subject 
and being part of the process. The study showed that choral directors enjoyed directing a 
musical more than did instrumental instructors. Davey felt that the implication of this 
study showed the need for better preparation of teachers in musical theater. 
The purpose of Ragsdale’s (2004) research was to compare the opinions of three 
voice teachers of classical singers, nine voice teachers of non-classical singers, and three 
musical theater singers. This study examined what each group found to be similarities 
and differences between the classical and non-classical types of singing. He sought to 
determine whether each group believed that potential vocal problems were inherent from 
belting or could be prevented through solid vocal technique. Through personal 
interviews, he found that the most common differences between participants and that 
found in the literature concerned both the definition of belting and aesthetic questions. 
The study confirmed conclusions of previous research that belting for the male voice was 
not as much of an issue as for females, because their speaking range was closer to a belt 
range.  
The conclusion that diverged most frequently from previous studies regarded vocal 
health. Most participants did not feel that vocal health was related to the musical theater 
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style of singing. Previous literature leaned toward this assertion primarily because most 
literature had been written at least twenty years prior to Ragsdale’s study, and pedagogy 
had evolved to establish healthier ways to produce the belt-like quality. While most 
participants were in general agreement on pedagogy, their terminology differed. Ragsdale 
suggests that future studies include an unambiguous working definition of belt and 
pedagogy to support it. 
Neely’s (2009) two-part study begins with an examination of the literature 
regarding belting, and she conducts interviews with professional vocal instructors and 
participants in the Contemporary Commercial Music Vocal Pedagogy Institute at 
Shenandoah University. Based on findings in this study, she gives a practical guide for 
classical singers to gain more understanding of belting in a healthy manner. 
Neely’s guide covered important aspects of vocal pedagogy regarding 
contemporary styles that include whole-body singing, posture, control and strength, 
respiration, inhalation, exhalation, breath management, types of breathing, and breath 
support. She argues that these aspects should be present in both classical and 
contemporary styles of singing, but that the difference lies in the sound production. This 
includes a slightly higher laryngeal placement, narrowing of the pharynx and mouth 
opening, and accessing the nasopharynx by using a lowered soft palate. Neely provides a 
thorough explanation of the differences that occur physiologically when singing in 
classical and contemporary styles. 
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CHAPTER 3: SOCIAL LITERATURE REVIEW 
I researched studies on teacher identity to learn which influences factored into 
teachers’ decisions to incorporate curricular changes. I was surprised to find that most 
studies regarding teacher identity and changes in curriculum were due to mandated 
reform and not instigated by the teacher. Furthermore, no studies sought to determine 
which personal, professional, and social influences caused vocal teachers to transition 
from using not only the method of teaching in which they were trained, but also to 
expand their pedagogy to include teaching singers how to belt in a healthy manner. 
The literature presented in this chapter focuses on teacher identity and theories 
related to the results of this study. I found that many teacher identities were shaped by 
past experiences. The literature includes research regarding both teacher identity and 
music teacher identity. Both topics include studies that evaluate how teachers’ 
experiences shaped their life stories through development of their identity throughout 
their life. Additionally, this chapter includes theories based on the themes found in the 
life experiences of each participant.  
Teacher Identity 
Teachers’ experiences can affect their attitudes in the way they teach and work 
with others. Sweeney (2013) conducted a narrative study to gain insight into teachers’ 
experiences with change. Focusing on the “reading wars” and the whole-language 
movement in reading instruction in the 1990s, she found through in-depth interviews and 
review of documentary evidence how each teacher viewed his or her personal 
understanding of the movement. She discovered that participants believed the movement 
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was a failed initiative. The study found that the relationships between colleagues were 
volatile due to the administrators having arranged for beginning teachers to offer 
professional development to those who had been teaching language successfully for 
almost thirty years. These experiences had a lasting effect on the attitudes of teachers. 
 Life experiences can influence how we teach our students. Klausewitz (2005) 
examined the life experiences of five mature student teachers between the ages of 38 and 
45 to determine what had influenced their education and led them to teach elementary age 
children. By gathering data through in-depth interviews, classroom observations, video 
tapes, and documents, she found that past experiences had filtered the participants’ 
decisions in the classroom. She discovered that parenting and previous jobs also provided 
influences that could be used to build upon in their teaching. The study also revealed that 
mature student teachers did not have many opportunities to discuss these matters with 
other students, and this left them feeling somewhat alone in the process. Furthermore, 
cooperating teachers need to know how to talk with mature student teachers. This may be 
difficult when the cooperating teacher is younger and possibly feels intimidated by the 
age gap. 
 Becoming a teacher educator can result in a trajectory of identity changes as one 
transforms from learner to teacher and, finally, to teacher educator. Trent (2013) 
conducted a narrative study of a group comprising four female and three male teacher 
educators in Hong Kong and examined their identity construction through past 
experiences. Each of the participants was chosen because she or he had “crossed borders” 
in his or her personal and professional lives as they moved from language learners to 
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English language teachers while ultimately transitioning into teacher educators.   
Three themes were identified in the study. Constructing and crossing boundaries 
in practice, the first, was found through practice as learners and teachers as well as 
through their relations with others. They did, however, feel that they were unable to fully 
engage activities, which resulted in the creation of boundaries. The second theme was a 
nexus of engagement and imagination, identified as the participants described their 
“creating images of some better way to teach and learn languages” (p. 271). Lastly, 
constructing and crossing boundaries as alignment defines when the identities of a large 
group such as a university becomes a part of the individual’s identity. The results implied 
that boundaries appeared between the types of teachers the participants wanted to be and 
the types of teachers the schools desired them to be. 
Teacher identity is fostered by how one feels about himself as a teacher and how 
she or he feels about students (Coward, Matteson, & Hamman, 2012). Coward et al. 
(2012) conducted a case study involving two middle-level student teachers. The research 
reflected on the significance of the teacher preparation standards of the Association of the 
Middle Level Education to the expansion of teacher identity for middle school teachers. 
Both preservice teachers were found to have similar themes in their stories. Although one 
participant believed she was called to teach, the other participant felt that she primarily 
wanted to be a positive influence in her students’ lives. 
Upon coding and identifying themes common to both participants’ stories, the 
following themes were found, listed from the most common to the least: age group, active 
learning, shared vision, environment, and high expectations. Interviews occurred twelve 
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weeks apart, and it was revealed that both participants’ identities and concerns had 
changed from the first interview to the second. The initial interviews showed both 
subjects to be concerned with classroom management, but their perceptions expanded to 
activities, content knowledge for the students and themselves as teachers, and building 
relationships with their students taking it from an inward-focus to an outward-focus.  
Pillen, Brok, and Beijaard (2013) conducted a quantitative study on the profile of 
beginning teachers (n=373) as their roles changed from student to teacher. Surveys 
revealed three themes regarding tensions in their professional identity: the changing role 
from student to teacher, conflicts between desired and actual support given to students, 
and conflicting concepts of learning to teach. Pillen et al. (2013) appropriated thirteen 
identifiable sources of tension in beginning teachers from previous literature to be 
included in their questionnaire. The questionnaires for this study were given to beginning 
teachers in May/June 2009 and May/June 2010. The researchers requested that the 
teachers taking the initial survey take it again the following year; however, only 42 of the 
subjects subsequently answered the questionnaires.  
The researchers categorized the beginning teachers in several ways according to 
the tensions they most identified with. Teachers struggling with the views of significant 
others were found to want the most control of their choices, but felt that they were unable 
to follow their own interests based on the orientation of others regarding learning to 
teach. Teachers with care-related tensions tended to feel anxiety about their desires to 
support students and the actual outcome of meeting the needs of their students. Teachers 
with responsibility-related tensions were apprehensive about the change from student 
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teaching to having sole responsibility for their students. The group of teachers found to 
have experienced tension from all three themes was categorized as moderately tense 
teachers. Although this group experienced tension from each theme, they did not identify 
the tension as great. The tension-free teachers did not experience any or very few of the 
tensions of professional identities. Pillen et al. believe that this is due to the fact that 
many of them did not consider teaching as a permanent profession. Lastly, the teachers 
identified as troubled experienced many tensions. Teachers who answered the 
questionnaire twice were found to have more tension than those who only took the survey 
once.  
Our emotions have a great influence on how we react to different situations and 
can in effect shape our identity. Van Veen, Sleegers, and Van de Ven (2005) conducted a 
case study to understand how teachers’ identity can be affected by reform. In this study 
Van Veen et al. (2005) chose a cognitive social-psychological theoretical framework of 
varied emotions. It was based on semi-structured interviews with a teacher with 25 years’ 
experience teaching language and literature in the Netherlands. His story focused on his 
emotional experiences in relation to his ego-identity, appraisals of current reforms, and 
personal, social, and moral concerns. 
The researchers analyzed both positive and negative emotions ranging from 
enthusiasm for the reforms and emotions such as anxiety, anger, guilt, and shame toward 
the way in which educational reform was handled in the school and how it affected his 
work. While the teacher expressed enthusiasm regarding the increased requirements for 
student portfolios that fostered critical thinking, those requirements adversely effected the 
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amount of time needed for the teacher to read each portfolio and meet with each student 
individually. Lack of time was discovered to be a frustration, one that resulted in anger 
that turned to guilt and shame because he did not have the time to do what he needed in 
order to help the students. 
As humans, we are shaped by the environment in which we live and work. The 
same is true for students as they become teachers when their experiences change from 
being instructed to instructing others. Oruç’s study (2012) determined how one teacher-
in-training interprets, evaluates, and collaborates in creating her own identity as a 
beginning teacher. The participant was part of a four-year teaching program in Turkey in 
which subject-specific and pedagogical components were integrated in the program. 
Teaching in a state primary school, the 21-year-old teacher was in her third year of the 
program when this study began.  
The study incorporated journaling from the participant, observations by the 
researcher, and interviews. The participant often compares herself as a teacher with being 
a mother to her students. Although not a mother herself, she feels that the love she has for 
her students must be the same kind of love of a parent. She knew from her initial 
enrollment in the program that she was going to be an excellent teacher. Oruç’s 
observations of her teaching confirmed that her self-efficacy increased and her belief she 
was going to be a good teacher remained throughout her experiences. One aspect of her 
teacher identity changed as she gained more experience. Initially she felt it extremely 
important to have good classroom management, but her convictions regarding a quiet 
room became less important over the course of the year. She eventually felt that being 
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around other teachers also had a positive effect on her teacher identity. Close proximity 
to teachers in the field helped her to feel she was a real teacher herself. 
Interested in possible-selves theory, Hamman, Gosselin, Romano, and Bunuan 
(2010) conducted a study with beginning teachers (n=221; 175=student teachers, 46 in-
service teachers) regarding their expected (not wanted) and feared possible-selves over 
the course of a year of teaching. The results of the open-ended questionnaires revealed 
four common themes from the subjects: interpersonal relationships, classroom 
management, instruction, and professionalism. The study sought to determine how 
teachers identified their possible-selves during various phases of their student teaching 
and in-service teaching careers. It was discovered that student teachers self-focus was 
driven by tasks rather than quality; however, the in-service teachers were more focused 
on quality than on tasks.  
Thomas and Beauchamp (2011) conducted a study examining the metaphors 
teachers used regarding their professional identities. Comparisons of those metaphors 
described immediately after graduation were made with those described half way through 
the first year of teaching. The participants chosen for this study were 45 recent graduates 
of two four-year teacher education programs in Canada. Students in the education 
program are required to teach between 700 and 900 hours during their teacher training 
process while taking pedagogy and content courses over the four-year period.  
The first round of interviews resulted in students describing metaphors about their 
identity that focused on supporting and nurturing future students. After teaching in the 
field for six months, the teachers were given a second round of interviews that 
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determined that the teachers’ metaphors had changed to focus on experiences in the 
classroom such as challenges, facing change, unpredictable situations, and survival. 
Thomas and Beauchamp (2010) suggest a need in teacher education programs to focus on 
the development of professional identity.  
Day, Elliott, and Kington (2005) conducted a study with 20 Australian and 
English teachers who had between 25 and 35 years of experience. In this study, the team 
used in-depth interviews, field notes, and a collection of relevant documents. The purpose 
for this research project was to examine the perceptions of two diverse groups of teachers 
with the same amount of teaching experience in various environments and educational 
systems. The three broad themes found in the study were characterizing commitment, 
changes across time, and factors that sustain and diminish commitment.  
Although some differences between groups and their beliefs appeared, common 
terms were discussed regarding the characterization of commitment; these included 
enthusiasm, vision, hard work, social justice, a commitment to continuing development, 
and setting priorities. Both groups agreed that although changes and challenges occurred 
over the course of their teaching, they still felt a deep level of commitment as teachers. 
The main factor determining a possible diminishment of their level of commitment was 
not feeling appreciated. 
Most common factors between both groups of teachers regarding the practice of 
commitment were values and ideologies regardless of social context, a sense of standards, 
a continued willingness to reflect upon experiences and to adapt, and the engagement of 
the intellect and emotions. 
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Flores and Day (2006) found that teachers’ personal and professional experiences, 
along with pre-service training, school culture, and leadership, have a huge impact on the 
beginning teacher’s identity. The study examined the perceptions of a cohort of new 
teachers about how their identities had been shaped and reshaped over a two-year period. 
The 14 teachers were interviewed regarding the various ways their assumptions and 
values were challenged in the school setting. The study sought to understand how the 
cultural and professional environments affected them as teachers. Furthermore, students 
(n=891) of these participants were asked to write an essay describing how their teachers 
had changed over the course of the year. Another source of data used in the study was the 
teachers’ required annual report. The participants were asked to write a final report 
reflecting on their experiences of the past two years and their involvement in this 
research. 
Findings of the study show three primary influences in their identities as teachers. 
These influences were prior influences, such as their past experiences as students, initial 
teacher training and teaching practice that involved their initial interests in obtaining a 
teaching degree and assessment of their training that influenced the shaping of their 
identity, and context of teaching that determined cultural and social influences in their 
professional development. 
Timoštšuk and Ugaste (2010) conducted a qualitative study with 45 student 
teachers from Tallinn University to examine both their understanding and description of 
their professional identities. The research project utilized semi-structured interviews with 
each participant individually and as part of a focus group. Using Wenger’s learning 
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theory (as cited in Timoštšuk & Ugaste, 2010, p. 1566) that included four categories—
experiencing, doing, belonging, and learning—Timoštšuk and Ugaste determined that the 
students described experiences as primarily influencing their teacher identity. The study 
focused on student experiences that revealed three subcategories: emotions, activities, 
and environment had the leading impact on their identities. 
The pre-service teachers described both positive and negative emotions from their 
experiences. Positive emotions were related to successful teaching methodologies, 
whereas negative emotions stemmed from negative feedback from cooperating teachers 
who criticized their shortcomings but did not explain why or how to correct weaknesses. 
Positive emotions were found to be significantly fewer in number than reported negative 
emotions. Timoštšuk and Ugaste suggest the importance of the inclusion of supervision 
and the content of student-teacher discussion during teacher training as methods to cope 
with emotions evoked. 
 Lasky (2005) describes professional identity as “how teachers define themselves 
to themselves and others” (p. 901). Using a mixed-method for this research, Lasky sought 
to examine the relationship of teacher identity, agency, and context and how each affects 
teachers’ professional vulnerability in achieving their principal purpose. During the 
period of this study, secondary schools in Ontario were undergoing tumultuous times that 
had resulted in huge budget cuts, the reduction of professional development days, cutting 
school support staff, and the reduction of secondary school programs from five to four 
years. In the meantime, the Secondary School Reform was restructuring education to 
create higher standards in learning, centralized curriculum, increased emphasis on 
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numeracy and literacy, rubrics, aligned assessments, and consequential accountability. 
This research was part of a larger longitudinal study involving ten schools with 
n=59 respondents. Surveys were given to teachers, students, and administrators regarding 
their experiences and beliefs about the reform policies. Lasky interviewed four teachers 
from one school based on the administrator’s interest in the study. Each participant 
involved in the semi-structured interviews had accrued between 12 and 35 years of 
experience teaching. Data gathered from both surveys and interviews revealed a 
disconnect between teacher identity and the teacher’s potential for the new reform 
mandates. Data collected from interviews of the four teachers revealed the importance of 
putting the student first, building rapport with students, and a feeling of frustration with 
reform regarding the new demands. Lasky found that teacher identity was shaped based 
on political and social contexts, as well as early teacher development.  
Emotions in teaching, professional identity, teacher beliefs and roles are all 
important aspects of O’Conner’s (2008) qualitative study on secondary school teachers’ 
identities and experiences. In this study, the author sought to determine how three 
teachers care for and about their students and how their caring behavior affects their 
professional decisions. Through two semi-structured interviews, the participants were 
able to explore and reflect on their past experiences that revealed three sociological 
lenses of caring behavior. They are performative, professional, and 
philosophical/humanistic. 
All three teachers felt it important to motivate their students to attain certain 
pedagogical goals. This theme was labeled as performative based on how teachers 
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encouraged and connected with their students. The second theme, professional, is 
described as maintaining an appropriate relationship with students and not becoming too 
emotionally involved. Third, the philosophical/humanistic lens was determined by how 
each teacher made the “decision to care in adherence with a personal and individual 
philosophy or code of ethics” (p. 121). Each teacher in this study believed his or her 
identity was the most important factor of why s/he sought to care for their students. 
Music Teacher Identity 
Teachers’ skills, knowledge, and confidence grow with each experience gained 
through instruction, building relationships with students and parents, and through trial 
and error. Positive and negative experiences can either build up or tear down a person’s 
confidence and will ultimately inspire or intimidate one either to continue down a certain 
path or to deviate from it.  
Teachers’ identities can change over time as they test the waters and adapt their 
pedagogy. A beginning teacher who has been trained with a bel canto technique is likely 
to be apprehensive as they teach their first voice students. If this is the case, it would 
follow that their apprehension would only be magnified if they try to teach musical 
theater with no formal training in the pedagogy. The same could be true for a seasoned 
teacher who ventures to teach any technique somewhat unfamiliar to them. How does 
one’s identity change and develop as they expand their pedagogy? 
Schmidt and Zenner (2012) collaborated on a narrative study that examined 
Allison Zenner’s development as a preservice teacher. The study revealed her inner 
thoughts and experiences as she recalled the beginning and her evolution from preservice 
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field experience to student teaching. Reviewing videos and reliving memories revealed to 
both Zenner and Schmidt, her college professor, the importance of constantly reassuring 
the student teacher. Schmidt confirmed that, after hearing Zenner’s story, it is even more 
important for those who mentor both teachers-in-training and novice teachers to help 
them to understand the importance of all teachers continuing the learning process. Novice 
teachers need to comprehend that the early stages of their career will consist of equal 
portions of learning and teaching. Allison Zenner defined this experience as looking back 
on baby pictures. Her thoughts and concerns changed as she began to gain more 
experience from self-concerns, task concerns, and, finally, to impact concerns. She found 
the experience challenging but quite rewarding. 
Ballentyne, Kerchner, and Aróstegui (2012) conducted a qualitative study, at five 
international universities on three continents, regarding the perceptions of preservice 
music teachers and their professional identities. Eight students from one university were 
interviewed in Spain, eight participated in interviews at a small liberal arts college in the 
United States, and nine from three universities in Australia participated in the study. 
During the interview process two common themes were found among all 
preservice music teachers. The first was the evolution from a narrow to a broader 
perspective as the teachers-in-training experienced both content knowledge and practical 
experience. First-year preservice music teachers identified more with musical skill and 
performance; however, as they grew in knowledge while gaining practicum hours their 
perception of themselves changed to a broader identity of music teacher rather than only 
a musician. 
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The second theme was the dynamic relationship between musician and teacher. 
The preservice music teachers leaned strongly toward identifying themselves as both a 
musician and teacher and did not define themselves as one or the other. Their 
perspectives changed as they attained more knowledge through practical experience. 
Ballantyne and Grootenboer (2012) conducted a study with both secondary and 
primary music teachers in southeast Queensland, Australia. Their findings showed three 
prominent themes from each of the seven participants: the teachers’ identity as educators, 
their discipline identity as musicians, and the interaction between their identities as music 
teachers through their pedagogy. The teachers described their identity as educators as 
built on relationships with students. One participant referred to herself as someone not 
teaching music, but as one who teaches people. All of the participants confirmed they 
were musicians; however, each had a differing definition of a musician. Some 
characterized a musician as someone who performs professionally while others felt that 
anyone who makes music is a musician. 
Most teachers were able to identify themselves as musician, teacher of music, and 
teacher. As they interpreted and re-interpreted their experiences and struggles, differences 
showed up in how the participants perceived their musicianship to play a role in their 
teaching. For some it was vital to be able to perform at a high level, while others seemed 
to value good communication and teaching well as the top priority. Still others believed 
that because their performance skills were a little under par they were driven to become a 
teacher. Ballantyne and Grootenboer concluded that music teachers identify as 
performers first, which has an impact on how they perceive themselves as teachers in the 
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classroom.  
Dolloff (2006) conducted a study on preservice music teachers and their self-
images. This study incorporated interviews and drawings from each student, both 
undergraduate and graduate, that expressed how they viewed teachers in their past and 
themselves as teachers both now and in the future. Dolloff was determined to discover 
what each of the teachers’ stories told about them: the teacher they are, the kind of 
teacher they would like to be, and the kind they were fearful of becoming. These stories 
and drawings helped each preservice music teacher discover themselves and their 
identity. Many found that their own past teachers had influenced either positively or 
negatively how they perceived themselves as the teacher they wanted to become. 
Randles (2012) explored the link between music teacher socialization and 
mythology as defined by Joseph Campbell’s “hero’s journey.” In this philosophical 
article, Randles outlines the journey that leads the teacher-in-training to his or her identity 
as teachers. The theme of separation–initiation–return shows how the preservice teacher 
begins a journey through twelve steps that eventually leads back to where s/he began; 
however, this time the teacher is a changed person from both positive and negative 
experiences.  
The purpose of McClellan’s (2014) study was to determine relationships among 
social identity, value of music education, musician-teacher orientation, and self-concept 
as music educator. With a good representation (n=968) of teachers-in-training across the 
nation, the study revealed several influences that shaped their identity as future music 
educators. Among them were interactions with music faculty, staff, and students (both in 
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music education and education classes), applied lessons, rehearsals, performances, 
ceremonies, and various functions linked to their social growth as music teachers. 
Preservice music teachers believed that how school-aged children felt about them as a 
teacher, in addition to their own perception of how they worked with children, related to 
their self-concept as music educators.  
Conkling (2004) demonstrated how professional development partnerships shaped 
three preservice music teachers, and evidence is presented to show how experiences can 
change self-perception. Although no two teachers-in-training had an identical story, a 
positive transformation occurred in each student who participated in the partnership site 
as opposed to having had the traditional music teacher education. Each participant felt 
more freedom with responsibility as they were able to discuss and be exposed to real 
classroom situations rather than a perfect textbook situation. This study further suggested 
that preservice teachers learn more about their identity when allowed to discuss what they 
believe.  
Sharing stories about our positive and negative experiences helps us find meaning 
in how these experiences have impacted our identity. Richardson (2012) conducted a 
study on seven preservice music teachers and their experiences. In addition to extensive 
interviews with each participant, Richardson gave each the task of writing in a journal 
and participating in focus groups. Through sharing their stories, the preservice teachers 
were able to pinpoint experiences that had shaped them to become the teachers that they 
wanted, or did not want, to become. Their shared experiences allowed them to feel valued 
by others in their focus group. 
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 How one constructs his or her own teacher identity can either positively or 
negatively affect how that person teaches. Kraay (2013) conducted an ethnographic case 
study on one generalist teacher who teaches sixth through eighth grade instrumental 
music. The participant holds a degree in French and is considered a non-music specialist. 
The second participant is an instructor at the faculty of education in Canada who teaches 
music to generalist pre-service teachers. This study sought to examine the construction of 
music teacher identity in generalist teachers. The Ontario school board is not required to 
hire music specialists; therefore, the music instruction that elementary children receive is 
primarily from their general teacher and not from a music specialist.  
The study revealed that most generalist teachers feel uncomfortable teaching 
music, especially those who had no experience with music as children themselves. Kraay 
explained that preservice teachers not given the opportunity to teach music during their 
student teaching were most likely not to engage in teaching music during their careers as 
a generalist teacher. The generalist preservice teacher has a limited training in music at 
the collegiate level, and that tends to give him or her a beginning level of understanding. 
Most often instructors felt that although they learned the fundamentals of music, they 
were still uncomfortable teaching music to students. 
The non-music specialist in the study spoke of her vast experience as a band 
member in elementary, middle, and high school. She further described that her 
experience as a young student gave her the confidence to teach and had she not had 
musical experiences as a child and adolescent, she, too, would feel uncomfortable 
teaching music as a generalist teacher. Kraay found themes pertaining to childhood 
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experiences that influenced how they did—or in many cases did not—teach music as 
primary socialization. Primary socialization occurs when children are influenced by those 
they associate with emotionally, such as parents or teachers. Both participants revealed 
the limited resources for pre-service training for teaching music for the generalist teacher 
and the fact that most teachers were influenced by their training as children.  
Russell (2012) conducted a study that examined the occupational identity of in-
service secondary music teachers to determine which activities and interactions had 
helped those teachers to form their identity as music educators. The study included music 
educators (n=300) who were members of the southwestern division of MENC. Russell 
surveyed each subject using a music educator career questionnaire developed for a 
previous study.  
The study revealed that while participants identified themselves as musicians, 
they believed outsiders viewed them more as educators than musicians. Participants felt 
that the more interaction they had with music students, other music educators, directing 
ensembles, and their attendance at music conferences had a positive impact on their 
identity as music educators. Those educators who had considerable interaction with 
administration were less likely to identify themselves as musicians. As music educators 
transitioned from pre-service to in-service music teachers, their identities changed 
depending on altered roles and experiences. 
As music teachers, we can benefit from reflecting on past experiences and those 
experiences’ influence over who we become. Fordice (2013) conducted a narrative study 
to determine how the retelling of three music teachers’ life stories influenced their self-
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understanding. He sought to determine wholeness of identity by constructing a 
conceptual framework of their lives as a continuous narrative that focused on past and 
anticipated experiences. Personal life-story interviews revealed that each experience 
reframes another. Fordice makes a case for showing that through the process of becoming 
one’s self, our identity is based on a continual evolution and not a specific event. 
Adler (2012) conducted a narrative study with two students, Monika and Allan, at 
the beginning of his music methods course for generalist preservice teachers. In this 
study, Adler sought to engage the two participants in researching their stories and 
experiences with music in an effort to help them construct their own personal theories. 
Through this drawing out their personal theories, both participants described opposite 
experiences that shaped their identity as teachers of music. Monika’s story reflected 
positive experiences that made her feel empowered to gain more foundational knowledge 
of music. Allan, however, perceived that his experiences were ultimately shaped by 
“internally generated perception of self and others” (p. 171). Although he had a vast 
musical knowledge of composers, instruments, and theoretical concepts, he described his 
adolescent experiences as somewhat negative in the way he had perceived himself as a 
singer and musician. Both participants chose different methods of sharing their stories. 
Monika’s stories were written in prose, and Allan chose to share his story through a 
poem.  
The experience of sharing their stories was both profitable to Adler as the 
instructor and to both participants who realized how their experiences had shaped their 
identity. This exercise enabled Adler to create a positive effect on his approach to each of 
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his classroom students.  
Themes often emerge in research that show a transition of identity within a 
teacher’s life as his or her roles change. Bond and Koops (2013), a doctoral candidate and 
her teacher, conducted a narrative study based on their observations of Bond’s 
developing role from teacher to music teacher educator and Koops’s developing role of 
mentor and advisor. In this study, they collaborated by telling their stories through joint 
journaling, and also included emails and other correspondence in their field texts. 
Although they primarily believe their study to be non-generalizable, they discovered 
three emerging themes can lead others in considering their own development as music 
teacher educators and mentors.  
The first theme, transition, was identified due to the developing changes each 
participant experienced as his role transformed. These transitions did not occur 
immediately as the student stepped into a new position but the transitions still emerged as 
the student grew into his new role. This led to their discovery of the second theme, 
shifting-role identification, as Bond began to process how she should interact with 
students, colleagues, and mentors. She discovered that she quickly and frequently had to 
shift roles as she encountered different situations. The last theme identified was stepping 
into a stream of mentors. Both teachers’ mentorship altered as their job descriptions 
changed. Each participant valued the advice of their own mentors as they developed new 
skills as mentors themselves. This study can be instrumental in inspiring other doctoral 
candidates and new mentors to evaluate their shifting roles through reflection on their 
own studies. 
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Teachers often feel intimidated teaching concepts that they do not consider to be 
their primary area. As a music teacher of students in grades eight through ten, Lewis 
(2012) felt this challenge to be especially related to composition. In an experiment with a 
professional composer and a music teacher, Lewis asked the teacher in their initial 
meeting whether she or her students practiced composing. Such a simple question caused 
her to reflect on her identity as a teacher of composition. She realized that we require and 
expect our students to practice their instrument, but how often do we consider the 
practice of composition?  
Encouraged by this thought and through Tim’s guidance, Lewis began a project to 
engage each student to compose a piece with the assistance of other student musicians. 
The twenty compositions by the students were recorded by professional musicians. This 
project challenged the students to use the tools they had readily available and to 
strengthen their time management skills. Both the students and Lewis saw their attitudes 
change toward their ability as writers of music; this ultimately had a positive influence on 
their identity as composers. 
As music teachers, it is plausible that we all identify with our possible selves—
how we would like to see ourselves. Freer and Bennett (2012) conducted a study in a 
university in Australia and one in the United States. Over the course of two semesters 72 
education students were administered three surveys that included drawings and textual 
responses. The surveys were designed to discover the perceptions of possible selves of 
musician and teacher identities. 
The results revealed four possible selves that the preservice teachers envisioned in 
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either a positive or negative light. Each participant was asked to draw and describe the 
possible self they were hopeful or confident they would become, as well as a possible self 
they were fearful or doubtful they would become as teachers. Musical self-efficacy was 
found to be significant in the development of identity. Some preservice teachers, 
however, identified themselves as music teachers but not as musicians. 
In an article meant to explore the identity a music teacher and music teacher 
educator, DeVries (2010) conducted a self-study over a period that included returning to 
the elementary music classroom as a substitute teacher after a seven-year stint as a music 
teacher educator. He explored his identity after returning to teaching in the university 
setting. He discovered a change in his identity as his situation changed and as he reflected 
on the different stages and relationships he had encountered as a music teacher. 
DeVries examines the role emotions play in his identity as a teacher through 
immediate positive feedback from elementary students who enjoy his music class. 
Although DeVries enjoyed his time in the elementary classroom, he became frustrated at 
the end of the school year when confronted with aspects of teaching he did not enjoy such 
as testing and feeling that music was not valued by other elementary school teachers. He 
called this the critically reflective music teacher because he was forced to do things he 
preached against when he was training preservice music teachers. These experiences led 
him to teach differently when returning to higher education and preparing students to step 
into their own identities as music teachers. He used his practical knowledge to involve his 
students in a way to better equip them for the classroom. He did not recapitulate his 
identity to a music teacher educator when returning to the university, but allowed his 
  
62 
music teacher identity to support the role of the music teacher educator. 
Narrative, Experiences, Life Story 
Narrative has been around for many years in the form of stories told and lived 
experiences by the storyteller. The purpose of narrative inquiry is to scrutinize one’s lived 
experiences in order to understand and to find meaning in one’s identity through personal 
and social reflections. John Dewey (1938) introduced the idea of continuity of experience 
and education primarily to demonstrate how past experiences lead to future experiences. 
Influenced by Dewey’s theory of experience, Clandinin and Connelly (2000) created 
terms of personal and social (interaction); past, present, and future (continuity); and place 
(situation) known as three-dimensional narrative inquiry space. According to Clandinin 
and Connelly (2000), 
Using this set of terms, any particular inquiry is defined by this three-dimensional 
space: studies have temporal dimensions and address temporal matters; they focus 
on the personal and the social in a balance appropriate to the inquiry; and they 
occur in specific places or sequences of places. (p. 50) 
Through narrative inquiry we structure and restructure life stories based on 
experiences in order to find meaning. According to Bathmaker (2010), “Life stories may 
be a starting point, the initial exploration of a life as lived, but life history grounds these 
stories of personal experience in their wider social and historical context, and pays 
attention to social relations of power” (p. 2). Widdershoven (1993) stated, 
Stories make explicit the meaning that is implicit in life as it is lived. Thus stories 
are interpretations of life in which the meaning of life is spelled out, in very much 
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the same way as the meaning of a text is spelled out in a literary interpretation. In 
telling stories we try to make sense of life, like we try to make sense of a text 
when we interpret it. (p. 9) 
In the process of narrative inquiry, it is reasonable to expect that as one seeks to  
understand how experiences have shaped their participants’ lives, those participants may 
also learn something about themselves by working closely with others. It is possible that 
as we collaborate in this effort we may discover something meaningful and different from 
the expected. This is the exciting notion of narrative research. We discover the 
uniqueness of each individual. Bruner (2002) states, “Self-making is, after all, our 
principal means for establishing our uniqueness, and a moment’s thought makes plain 
that we distinguish ourselves from others by comparing our accounts of ourselves with 
the accounts that others give us of themselves” (p. 66). 
Discovered Themes 
 The next section of this chapter provides an understanding of the themes found in 
the context of my study. Each participant had three themes based on their experiences as 
singers and teachers. Although there were differences among how their lives were shaped 
as voice teachers and in the themes discovered, the theme of generic otherness was 
instrumental in each of their lives. The following themes will be addressed: othering, 
bridging, belonging, reactance, assertiveness, self-efficacy, and grit. 
Othering 
In an article by Bach (2005) regarding the Institutional Review Board (IRB) 
process, she describes how researchers and IRB members view each other during the 
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proposal and application process. She found four main themes: bureaucratic control, 
disagreements over definitions of risk, the notions that willing the battle or overcoming 
the IRB is a high stakes endeavor, and the notion that researchers must cope with the 
disciplinary and methodological biases displayed in IRB decisions. Both the researcher 
and IRB may have negative views toward each other that potentially affect how they 
work together.  
Bach offers suggestions to both groups in an effort to help alleviate 
marginalization toward the other entity. Bach proposes that the researcher meet with IRB 
and keep in touch with the board during the application process. She suggests that if the 
researcher’s proposal is rejected, he or she should speak to the IRB chair to discuss 
adjustments. Bach also recommends that the IRB learn how disciplines differ, become 
familiar with multiple methods, and work with researchers to ensure that 
underrepresented populations can be studied. Both researchers and IRB should reach 
across the aisle to work together in order to strengthen their relationship to achieve the 
ultimate goal of research. 
Borrero, Yeh, Cruz, and Suda (2012) conducted an 18-month qualitative study 
with ten Native Hawaiian students and five teachers and counselors in order to define 
their experiences in their public schools. They were interested in identifying and 
understanding the strengths of the othered youth within their social and environmental 
structures. Borrero et al. defined othering as a “personal, social, cultural, and historical 
experience involving (a) cultural and racial ambiguity, (b) categorization and labeling, (c) 
hierarchical power dynamics, and (d) limited access to resources” (p.3). The study 
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revealed five themes: multiple identities, stereotypes, racism, coping strategies for 
racism, and a cultural pride that highlights cultural assets and experiences with being the 
“other.” 
Bhatia (2007) conducted a 16-month ethnographic study on 38 first-generation 
Indian migrants. His research analyzed the varied narratives in the Indian diaspora in a 
district of Connecticut. He examined how otherness is created through the varied 
meanings of difference. It centered on two questions: (1) what kind of racial and ethnic 
meanings were assigned to middle-class diaspora, and (2) how did the Indian migrants 
make sense of the terms and labels assigned to them. He immersed himself in the 
community through observations, deep conversations, and asking questions of the 
migrants to explore their experiences in their everyday lives at work and in the 
community. Bhatia was able to talk with the children of his participants to gain an 
understanding of their school experiences. Bhatia defined three types of othering: generic 
otherness, marked otherness, and disruptive otherness. 
Generic otherness was described as an internal acknowledgement of being 
different from a preconceived standard. Marked otherness was defined as how one feels 
being visibly other based on skin color, distinctive accent, or dress. Disruptive otherness 
is how one feels about being marginalized or excluded through racial discrimination and 
prejudice. 
Utilizing Bhatia’s (2007) categories of otherness, Basselet (2015) sought to see 
whether and how ethnic minorities were categorized through their experiences. Basselet 
found that while it was difficult to determine whether minorities identified with generic 
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otherness, indications showed that many were categorized by either marked otherness or 
disruptive otherness. Those who she found to identify with disruptive otherness were due 
to outside influences from another person, whereas those categorized with marked 
otherness felt different based on cultural practices and not visible markings. These 
differences were determined not by outside influences but by themselves. 
A study in Queensland conducted by Cain (2015) sought to explore how 
underlying constructs impact on how students and teachers perceive music of minority 
cultures. Although many teachers felt it important to expose students to music of cultures 
other than Western art music, not all felt comfortable with crossing cultural boundaries 
and were concerned with possibly threatening Australia’s own musical culture.  
Comments from teachers during the data collection process indicated a divide in 
their thoughts of genres as “our” music and “their” music. Teachers were hesitant to 
include diverse music in their curriculum. Textual codings leaned toward a focus on 
Western art music and marginalizing “other” music. Teachers in training continue to 
graduate without acquiring a full understanding and appreciation of culturally diverse 
music. This situation leads to beginning music educators having not gained the skills to 
cross borders culturally in order to support other genres of music. 
Jenson (2011) conducted a study to examine the theory of othering by observing 
126 young Danish minority men. He interviewed 23 out of the 126 participants and 
gathered materials taken from magazines they read, music they listened to, and their 
internet profiles. Jensen contends that “Firstly, the idea that the power to construct 
identity lies within the powerful. Secondly, the idea that identity formation can be 
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grasped as a dichotomous relation between self/first and other” (p. 63). 
Through his findings, Jensen argued that othering can either be capitalized on or 
misidentified by refusal or “rejecting the category of the other” (p. 73). The data from his 
research focused on the different types of participants who capitalized on being othered 
by assuming names such as ‘Thug-gangsta’ or ‘lil-gangsta’ generally associated with 
marginalization and by posting pictures referencing names linked with Hip Hop. He also 
contends that some of the participants rejected the idea of being othered altogether.  
With the recent inception of the Othering and Belonging conference, powell and 
Menendian (2016) examined othering and stated  
‘othering’ is a term that not only encompasses the many expressions of prejudice  
on the basis of group identities, but we argue that it provides a clarifying frame  
that reveals a set of common processes and conditions that propagate group- 
based inequality and marginality. (p. 15) 
Both contend that the tendency for human beings to categorize differences is natural; 
however, the categories and meanings linked to those categories are socially created. 
Once these distinctions towards group-based identities have been made people typically 
perceive them as natural and this ultimately affects how we perceive others.  
 powell and Menendian argued several attempts in which proposed solutions to 
othering have failed. These failed attempts are segregation (separation by force), 
secessionism (separation by choice), and assimilation (attempting to erase differences by 
converting the subordinate group). Lastly, they contend that the best way to abate 
othering is through belongingness. Belonging is inclusivity which ensures that all are 
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welcome. They call this the “circle of human concern” (p. 30). 
 Carskaddon (2017) conducted a study with students at the University of North 
Carolina at Charlotte to determine how religious othering occurred on the college 
campus. The interviews examined to what extent students’ perceived religious othering 
compared to how they themselves experienced religious othering. Carskaddon found that 
in general students were more likely to perceive othering than they actually experienced 
because of their religious beliefs. Her study argued that the danger of perceived versus 
experienced othering occurs when people make assumptions about other religions 
without actually understanding others beliefs.  
Bridging 
 Putnam (2000) debates the decline of social engagement in the twentieth century. 
Examining attendance of religious services, club meetings, and the quality and quantity 
of interaction with individual communities, he presents reasons for this decline. Putnam 
sees a decline in religious, political, and civic participation. Furthermore, he finds a 
decline in how connected people behave in the workplace with co-workers, friends, and 
family.  
 Although Putnam’s term bridging was intended for social capital, it is arguably 
relevant to pedagogical practices in terms of sharing and discussing information and ideas 
with dissimilar groups. Discussions such as these can bridge groups and strengthen trust 
between diverse societies. Through scrutinizing the data, Putnam suggests the importance 
of bridging (being inclusive). He describes how bridging “can generate broader identities 
and reciprocity” (p. 292). He posits that bridging is crucial for getting ahead rather than 
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merely getting by as bonding (being exclusive) suggests. 
 Adjapong (2017) examined how bridging Hip-Hop pedagogy with science 
pedagogy as a teaching tool for 6th grade urban students effectively worked together. The 
study revealed several aspects that improved learning and increased the students’ 
understanding of science. Four themes emerged from the study 1) the students perceived 
that by using Hip-Hop they grew in knowledge of understanding of science, 2) they 
perceived that they actually identified more as scientists by using Hip-Hop pedagogy, 3) 
the students’ reaction was positive towards the Hip-Hop pedagogical approach, and 4) 
using the Hip-Hop approach gave the students the opportunity to provide critiques of 
traditional classrooms. By bridging two existing pedagogical approaches as a link, 
Adjapong helped the students to identify more with science by using an approach that 
was familiar to them. This approach enhanced the traditional way of teaching in the 
classroom. 
Belonging 
 Bracamontes (2017) conducted a study on African American and Latino 
community college students regarding their sense of marginalization and belonging 
through autoethnographic writing to describe their experiences on the college campus. 
Students were interviewed about their autoethnographic writing process. Through the 
writing process, students described feelings of marginalization due to age, social identity, 
feelings of insufficient preparation, and unfamiliarity with the college campus structure, 
and language barriers. The students re-counted factors that created a sense belonging; this 
included mentors, programs, personal networking, as well as a new sense of identity 
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through the ethnoautographic writing process. The process was found to be positive in 
that it created a new practice of expression, developing new ideas, and the opportunity to 
recall memories that helped them cope with marginalization and make sense of their 
surroundings. 
 A study conducted by Montague (2017) involving female construction business 
owners examined how five women who owned construction companies in Virginia 
overcame their minority status in a predominately male-driven industry. The women were 
responsible for management, planning, financial decisions, and the overall daily running 
of their company. Montague sought to determine how women found that their gender 
affected their sense of belonging as minorities. The study revealed that the women had a 
difficult time being accepted because of the exclusive “all-boys club” status and in the 
general feeling of invisibility in the industry. Although the women reported the difficulty 
of being accepted, they stated they were able to gain acceptance by being more assertive, 
identity switching, and by their confidence in their own abilities.  
Reactance  
 Brehm and Brehm (1981) compiled a review of over 15 years of research through 
examination of reactance theory in order to give an exhaustive account of the theory 
through developmental psychology, clinical application, and applied research. Although 
this book was written with the purpose of scrutinizing reactance theory, a term originated 
in 1966 by Brehm, it is divided into areas of interest. The text describes the theory and 
how freedoms can be threatened or eliminated altogether and how reactance reclaims 
those freedoms. “Reactance is conceived as a motivational state, there is no assumption 
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in the theory that individuals are motivated to have or gain freedom, only that they are 
motivated to restore freedoms that have been threatened or eliminated” (Brehm & Brehm 
p. 35). 
Grit 
 Duckworth (2016) originally coined the term grit in 2007 after hearing about 
studies conducted by numerous military psychologists on new cadets in the United States 
Military Academy at West Point. Duckworth became interested in the term Beast—a 
description of the rigorous physical and mental regimen that the cadets were exposed to 
on a daily basis—and began the process of interviewing the psychologists who had 
sought to predict who would finish the program. With the understanding that the previous 
studies had never successfully been able to quantify who would or would not make it 
through as a Beast, Duckworth began evaluating her interview transcripts and building 
questions around her notes. She found that the questions revolved around two important 
aspects, perseverance and passion. Her findings were instrumental in the development of 
“the Grit Scale—a test that, when taken honestly, measures the extent to which you 
approach life with grit” (p. 8). 
 Duckworth’s testing of grit has gone far beyond her initial examination of the 
West Point cadets. She also determined that grit has absolutely nothing to do with talent. 
It was solely based on a person’s passion and determination to complete a project or see 
through to the end of a large task. In fact, she found that those she termed “grittier” adults 
were much more likely to advance to earning degrees in higher education. She stated, 
“Adults who’d earned an MBA, PhD, MD, JD, or another graduate degree were grittier 
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than those who’d only graduated from four-year colleges, who were in turn grittier that 
those who’d accumulated some college credits but no degree” (p. 11). 
 Duckworth, Peterson, Matthews, and Kelly (2007) defined grit as  
perseverance and passion for the long-term goals. Grit entails working 
strenuously toward challenges, maintaining effort and interest over years despite 
failure, adversity, and plateaus in progress. The gritty individual approaches 
achievement as a marathon; his or her advantage is stamina. Whereas 
disappointment or boredom signals to others that it is time to change trajectory 
and cut losses, the gritty individual stays the course. (pp. 1087–1088) 
 
Self-efficacy 
 Albert Bandura developed the term self-efficacy to define one’s belief in one’s 
abilities to successfully complete a task. He stated, 
 Perceived self-efficacy is defined as people’s beliefs about their capabilities to  
 produce designated levels of performance that exercise influence over events that   
 affect their lives. Self-efficacy beliefs determine how people feel, think, motivate 
 themselves and behave. (p. 2) 
Someone with a high-level of self-efficacy will set challenging goals for themselves and 
remain deeply committed to the process in order to gain the desired results. Bandura 
(1994, 1998) contends that those with successes gain a higher level of self-efficacy that 
then drives them to set more goals for themselves. Additionally, as one overcomes 
obstacles one is driven to set even more robust goals for the future.  
 Bandura’s theory of self-efficacy is further explained by how one masters a task, 
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is driven to observe models with a high self-efficacy, reacts to social persuasion through 
verbal encouragement, and reacts to stress and pressure. Generally, those who remain 
positive during high pressure situations are more likely to find that these situations only 
enhance their self-efficacy. 
Assertiveness 
 Peneva and Mavrodiev (2013) published an article highlighting a historical 
outline of assertiveness. They stated “A very important personal quality is to be able to 
advocate for yourself—your own positions, to achieve your objectives, to overcome 
difficulties, to be determined, but without harming the rights of others and to be able to 
control the aggressive impulses (Abstract, p. 3). The article outlines some of the 
important research on assertiveness and the influence it has had on psychology and 
clinical findings. 
The first psychologist to research and teach assertiveness based on clinical studies 
was Andrew Salter. Salter (2002) identified six characteristics associated with 
assertiveness. He contended that one who is assertive can openly express how he or she 
feels, is exact in how they discuss their feelings, and will express them 
extemporaneously. Such a person has the ability to oppose those they disagree with while 
not offending those in opposition and accepts responsibility when speaking by using “I” 
to show that the person will stand behind his or her statements or beliefs and will accept 
compliments in order to assess strengths, as well as a point of self-respect, and act 
impulsively.  
A study conducted by Kelley (2015) explored how professional women 
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communicated and demonstrated assertive behavior in the work force. Kelly’s research 
incorporated two focus groups that involved nine women in several Midwestern 
organizations ranging from lay workers in a Catholic congregation, hospitals, and non-
profit organizations. The women in each focus group were interviewed in order to 
determine which assertive traits they found valuable and why. The study also determined 
turning points in each woman’s professional life and described how they practiced 
assertiveness in their jobs. The women identified their perception of the difference 
between assertiveness and aggressiveness. All the participants understood that 
assertiveness is more readily acceptable in men than women and this influenced when 
and how they assessed it was appropriate to be assertive.  
Summary 
Although numerous studies address voice science and describe the vocal 
mechanism working differently in bel canto and musical theater styles of singing, little 
extant literature pertains to musical theater pedagogy. A gap exists between research that 
focuses primarily on the identity of voice teachers trained with a bel canto technique and 
that discussing experiences influencing teachers to expand their teaching to include this 
technique. Sifting through research on teacher identity, I have observed 1) until recently 
not been many studies have been conducted in the United States, 2) most studies focus on 
beginning teachers as their roles change from the pre-service teacher to in-service 
teacher, and 3) studies show the difficulty in separating one’s identity from teaching. 
Teaching is a part of who we are and what we have become over time. We are attached to 
the profession emotionally and our experiences influence how we see ourselves as 
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teachers and what we do. Positive or negative experiences impact how we teach and thus 
shape how we desire to teach. This study sought to understand which events inspired 
each voice teacher to open her studio to musical theater students.  
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CHAPTER 4: METHODOLOGY 
Research Design 
The purpose of my narrative study was to examine the stories of mid-career voice 
teachers and how they perceived the experiences that shaped their desires, beliefs, and 
motivations to develop a method of teaching to include musical theater pedagogy. For 
this study, I chose individuals who had been trained to become teachers through bel canto 
pedagogy, but have since expanded their teaching to include musical theater. With the 
development of new musical theater styles (Jennings, 2014), a clearer understanding of 
vocal production of bel canto versus musical theater singing (Estill, 1998; LoVetri, 2003; 
Neely, 2009; Trudeau, 2011) and advanced musical theater vocal pedagogy (Durham-
Lozaw, 2014; Hall, 2006), I wanted to interview voice teachers who have expanded their 
teaching to access a wider range of students who aspire to sing in a healthy manner. I 
wanted to interview each participant to inspect her life story in a way that would reveal a 
connection to their experiences and establish a clearer understanding of their past, 
present, and future as voice teachers of musical theater.  
As I developed this study, I examined various methodologies to determine the 
most suitable method of data collection and analysis for my research. Quantitative 
methodology is commonly used in music education to scrutinize student evaluations, test 
scores, festival rankings, and others. According to Creswell (2009), “Quantitative 
research is a means for testing objective theories by examining the relationship among 
variables. These variables can be measured, typically on instruments, so that numbered 
data can be analyzed using statistical procedures” (p. 233). The qualitative method is best 
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used for observing participants in a natural setting. Creswell (2009) describes it as “a 
means for exploring and understanding the meaning individuals or groups ascribe to a 
social or human problem” (p. 232). Neither methodology was appropriate for my study, 
which examined the experiences of individuals, through their storytelling, that shaped 
them to become teachers of musical theater. This in-depth narration allowed each 
participant to contribute by arriving at a deeper meaning of her own self-identity.  
I scrutinized their reflections for common themes and connections of each 
teacher’s background and experiences to “tie together significant events and important 
relationships in their lives” (Reissman, 1993, p. 40). Understanding that each participant 
was trained by pedagogues with the intent to equip them to train classical singers, I 
sought to understand how each teacher chose a different path from their training. I 
attempted to do more than simply recall experiences as an order of events, defined as 
“annals and chronicles” by Clandinin and Connelly (2000), but also to observe the 
teachers’ retelling of their stories to find how meaning was constructed through their 
experiences as they related to their past, present, and possible future understanding. 
According to Velleman (2003), “A story does more than recount events; it recounts 
events in a way that renders them intelligible, thus conveying not just information but 
also understanding” (p. 2). 
I focused on the life stories of three voice teachers beginning with interviews 
regarding their past experiences and structuring new questions to ask as their stories took 
shape. Upon completion of the interviews I analyzed and interpreted their stories in order 
to establish a theoretical framework. Although quantitative and qualitative research 
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primarily begins with a theoretical framework, it is important to note that the place of 
theory in narrative research differs from that of formalistic inquiry (Clandinin & 
Connelly, 2000).  
Formalists begin inquiry in theory, whereas narrative inquirers tend to begin with 
experience lived and told in stories . . . for narrative inquiry, it is more productive 
to begin with exploration of the phenomena of experience rather than in 
comparative analysis of various theoretical methodological frames. (p. 128) 
According to Fordice (2013), narrative inquiry is “more than simply retelling stories, 
narrative inquirers interpret and analyze narrative data through frames that include those 
of the researched, the researcher, and larger cultural narrative” (p. 52). 
Narrative Inquiry 
I chose narrative research as my method of inquiry because I wanted to delve 
much deeper into the lives of each voice teacher. I sought to interpret their stories in 
order to understand how their experiences influenced who they have become as teachers 
and why they chose to expand their vocal pedagogy. According to Barrett and Stauffer 
(2012), “Story is a means of sense making, a way in and through which we represent, 
interrogate, and interpret experience and come to know ourselves and others” (p. 1). 
Narrative inquiry involves participation from both the researcher and the participant to 
create an understanding of experiences. 
It is a collaboration between researcher and participants, over time in a place or 
series of places, and in social interaction with milieus. An inquirer enters this 
matrix in the midst and progresses in this same spirit, concluding the inquiry still 
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in the midst of living and telling, reliving and retelling, the stories of the 
experiences that make up people’s lives, both individual and social. (Clandinin 
and Connelly, 2000, p. 20) 
Those who favor narrative inquiry (Bamburg, 2010; Barrett & Stauffer, 2012; 
Clanndin and Connelly, 2000; Moen, 2006; Polkinghorne, 2007; Riesmann, 1993; 
Velleman, 2003) as a valid methodology have sought to use this approach to arrive at the 
meaning of experiences that have had an impact on shaping the individuals’ identities. 
Polkinghorne (2007) stated, “The reformists, who include narrative researchers, posit that 
evidence, such as personal descriptions of life experiences, can serve to issue knowledge 
about neglected, but significant areas, of the human realm” (p. 472). Narrative inquiry is 
useful to discover how change affects humans in positive and negative manners. 
Disruptions can cause change and alter the path we had anticipated for ourselves; this 
then reshapes our identity. The purpose of narrative inquiry is to make sense of those 
experiences; however, it can also surprise or confuse participants as they seek to 
understand how their identity has changed. Telling a story about our own experiences, we 
can often exaggerate or select what we may be willing to share with others. For this 
reason, it is important to look for internal consistency in the stories.  Atkinson (2002) 
states,  
What a life storyteller says in one part of the narrative should not contradict what 
he or she says in another part. There are inconsistencies in life, and people may 
react to things one way at one time and different ways at others, but their stories 
of what happened and what they did should be consistent within themselves. (p. 
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134) 
I discussed with each participant my findings based on their experiences to ensure that 
my interpretation was what the voice teacher understood to be the case.   
My study focused on experiences that shaped each instructor’s method of 
teaching rather than the method itself. I sought to discover which life experiences caused 
them to change their thinking in order to teach something totally different from their 
training. Did cultural influences bring about this change? Did they feel empowered as 
they tried something new, or did they find the transition to be difficult due to pressure to 
remain faithful to bel canto technique? Through narrative inquiry I worked with each 
participant to write her life story to make meaning for each individual.  
The Life Story 
The life story captures the essence of experiences, life events, and feelings of the 
person sharing her story. According to Atkinson (2002), “a life story brings order and 
meaning to the life being told, for both the teller and the listener. It is a way to understand 
the past and the present more fully, and a way to leave a personal legacy for the future” 
(p. 126). I chose the life-story method for this research because I believe that many other 
voice teachers may recognize and connect with the stories represented here. Stories are 
not only told anticipating how the teachers view themselves as voice instructors, but also 
how they wish to be viewed by others. Much can be gained from sharing life stories with 
others. Atkinson (2002) identified nine benefits of sharing stories about our lives.  
1) We gain a clearer perspective on personal experiences and feelings, 
2) We obtain greater self-knowledge, self-image, and enhanced self-esteem, 
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3) We share cherished experiences and insights with others. 
4) It can bring us joy, satisfaction, and inner peace, 
5) We purge or release certain burdens and validate personal experiences, which 
helps in the recovery process, 
6) It helps to bring community, 
7) We can help others see our lives more clearly or differently, and perhaps 
inspire them to change negative things in their lives, 
8) Others can get to know and understand us better, and 
9) We might gain a better sense of how we want our stories to end . . . By 
understanding our past and present, we derive a clearer perspective on our 
goals for the future. (pp. 127–128) 
Participants 
In this study, I examined the stories of how three vocal pedagogues considered 
their past experiences to influence their method of teaching musical theater in light of 
their background training in bel canto pedagogy, which encompasses a varied approach 
to singing. For this reason, I searched for three vocal instructors who were required to 
take pedagogy courses in a degree program that focused solely on bel canto technique 
according to the standards of either a regionally accrediting body or national accrediting 
association such as NASM. I searched for teachers who had continued to teach the 
classical style, but have also expanded their instruction to include musical theater.  
As I began looking for vocal instructors who exemplify this situation, I felt it 
necessary to interview voice teachers who were not only teaching bel canto and musical 
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theater, but were involved in professional organizations such as National Association of 
Teachers of Singing and Tennessee Music Teachers Association. I contend that 
participation in these organizations confirms that each teacher is committed to vocal 
pedagogy, to staying current in their field, and to being part of national and state 
organizations recognized for their pedagogical standards.  
I felt it important that they had experiences both as bel canto and musical theater 
singers in order to demonstrate their knowledge of performance practices in both singing 
styles. I decided it would be most valuable for me to focus on mid-career teachers rather 
than beginning teachers or teachers nearing retirement. My choice was based on the 
desire to find commonalities in the data rather than possible dissimilarities between 
generational gaps. According to Reio (2005), younger teachers are open to change and 
teachers near retirement more resistant to it. He also argued that mid-career teachers were 
somewhere in the middle of the road regarding modification in their teaching. I therefore 
elected to include only three voice teachers who met all of the criteria and were in the 
middle of their careers. 
 Once having established the parameters for the teachers to interview, I ensured 
that each participant was willing to commit to the time and involvement required for this 
study and would also be willing to share without reservation her life story for publication 
in this dissertation. Lastly, I chose to give each participant a pseudonym in order to 
preserve anonymity. 
Procedures 
As I began uncovering the life stories of the voice teachers through narrative 
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research, I included in-depth interviews to find deeper meanings in life experiences that 
had a causal effect in prompting each participant to expand her vocal pedagogy. Unlike 
historical research, narrative inquiry dissects the language of the participants. 
Specifically, as Reissman (1993) states, “Language used in an interview can be 
scrutinized—‘unpacked,’ not treated as self-evident, transparent, unambiguous—during 
the interview itself as well as later, in the analysis of interview transcripts” (p. 32).  
This study includes analysis of comprehensive field texts. Clandinin and Connelly 
(2000) state, “Field texts aid the inquirer to move back and forth between full 
involvement with participants and distance from them” (p. 80). Field texts are used to 
give an exhaustive account of both my own and the participants’ involvement, the 
surroundings, any feelings or biases, notes on events, and recollections of the past 
(Schön, 1983).   
Although my narrative inquiry does not include various methods of data 
collection, I utilized Clandinin and Connelly’s (2000) three-dimensional structure:  
personal and social (interaction), past, present, and future (continuity), and place 
(situation) by encouraging each participant to tell stories of her past that frames her 
present views, moving back and forth from the personal to the social, and situating it all 
in place (p. 70). 
Data Collection 
For this study, I used an open-ended structured interview, as suggested by 
Catherine Kohler Riessman (1993), incorporating five-to-seven broad questions with 
follow-up questions held with private vocal instructors who teach musical theater 
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technique. I began interaction with each institution by requesting permission to contact 
the voice teacher and asking for her participation. Determining that permission was not 
needed from the universities where each participant taught, I was then able to contact the 
vocal instructors requesting their participation in my study. Once all parties had agreed, I 
set up interviews with each participant at their convenience and at a mutually agreed 
upon location. 
I met each vocal instructor three times for an interview with a fourth and final 
meeting to discuss my findings. I began the initial interview asking each participant to 
recall memories of her first experiences with music and musical theater. This created a 
starting point of constructing chronicles (Clandinin & Connelly, 2000) of each 
participant’s experiences to discover how music began to shape her role as music makers, 
performers, and eventually vocal instructors. Upon completion of each session, I 
transcribed the interview to give the participant the opportunity to read the transcript for 
accuracy and to frame any new questions for the next session. Transcriptions not only 
recounted each participant’s life stories, but also included pauses, stutters, and laughter, 
to help in the process of interpreting the data. 
The second interview led me to discover that each voice teacher recalled 
memories of experiences that made her feel fearful of discussing her musical genre 
preferences. This realization prompted me to dig a little deeper into why they felt this 
way and who was responsible for eliciting these feelings. I was not anticipating this 
discovery and was interested in hearing more about their experiences of marginalization. 
The third interview initially focused on feelings of inferiority and marginalization 
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as singers and teachers and ultimately led each participant to recall and discuss memories 
of how she overcame those feelings through experiences of self-actualization. Each 
participant was excited to discuss my findings in the fourth and final meeting. The 
teachers felt empowered to continue on this journey and felt even more passionate about 
teaching their students. 
Throughout this entire process I was careful to take extensive field notes at each 
interview. Clandinin and Connelly (2000) make a strong case for the importance of 
thorough field texts. Both believe that narrative inquiry leads to intimacy between the 
researcher and the participant. This intimacy may have implications that could lead one to 
lose objectivity if one abandons thorough field texts and crosses the line into too close an 
involvement. Clandinin and Connelly (2000) stated,  
But so long as researchers are diligently, day by day, constructing field texts, they 
will be able to slip in and out of the experience being studied, slip in and out of 
intimacy. Being in the field allows intimacy. Composing and reading field texts 
allows one to slip out of intimacy for a time (p. 82).  
With field texts of primary importance, I took copious field notes that allowed me to jot 
down observations, my inner feelings, and external events. 
As field texts were constructed, I read them numerous times to note any 
developing themes in each participant’s narratives. I established a level of trustworthiness 
by asking the participant to review my work. Ultimately, the researcher wants to 
guarantee that each participant will be represented in a manner to protect anonymity 
(Clandinin & Connelly, 2000).  
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Data Analysis 
The method of analysis followed several guidelines suggested in Narrative 
Analysis (Riessman, 1993), Narrative Inquiry: Experience and Story in Qualitative 
Research (Clandinin & Connelly, 2000) and Research Design: Qualitative & 
Quantitative Approaches (Creswell, 2007). I kept thorough field notes that included 
behavior and activities of each participant. The information I notated utilized descriptive 
notes including “portraits of the participants, a reconstruction of dialogue, a description 
of the physical setting, accounts of particular events, or activities” (Creswell, 2007; p. 
181).  
I kept separate interview diaries; each diary included the transcripts of all contact 
with that vocal instructor. I kept a research journal that included their perceptions 
including any biases of the researcher (Clandinin & Connelly, 2000). An important 
process of data analysis that I included was the formation of field texts derived from the 
interviews of each participant. The construction of field texts assisted me as I looked for 
any common themes, and supported new questions as I encouraged each participant to 
revisit any stories of past experiences from the previous interview. I carefully reviewed 
and analyzed the texts numerous times in order to look for common themes that seemed 
important to each of the participants. I made sure to note expressed emotion from each 
participant such as laughter, crying, pauses, and emphasis of phrases.  
After compiling the field texts, I began reading and rereading the transcripts and 
notes in an effort to sort the data collected. I started to code all of the data collected. 
Clandinin and Connelly (2000) explain this process of coding field texts by stating that  
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names of the characters that appear in the field texts, places where actions  
and events occurred, storylines that interweave and interconnect, gaps or 
silences that become apparent, tensions that emerge, and continuities and 
discontinuities that appear are all possible codes. As narrative researchers engage 
in this work, they begin to hold different field texts in relation to other field texts. 
(p. 131) 
The coding of the field texts enabled me to process of find meaning and social 
significance as I moved from field texts to composing research texts (Clandinin & 
Connelly, 2000). Unlike field texts that typically record experiences, interviews, events, 
tensions, etc., research texts are developed from new questions that arise in order to find 
meaning and significance of the participants’ experiences and perceptions. This process 
produced interim texts, which Clandinin and Connelly (2000) identify as occurring 
between the initial field texts and the final published research texts. It is also the phase to 
be “shared and negotiated with the participants” (p. 133). As I composed the final 
research texts and defined the social significance of this research, I searched for other 
scholarly works that have engaged the framework revealed in this study. Clandinin and 
Connelly (2000) make a clear argument of the importance for “positioning our inquiries 
beside other inquiries . . . This positioning of our inquiries is necessary if narrative 
inquiries are to contribute to questions of social significance” (p. 136). 
Another important aspect of my research was to establish trustworthiness. To 
insure this, I employed member checks. Lincoln and Guba (1985) contend that member 
checking is “the most crucial technique for establishing credibility” (p. 314). I scheduled 
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a follow-up meeting with each participant to discuss findings based on analysis of the 
text. At this point, any erroneous transcriptions were discussed, which resulted in making 
corrections to the official transcript. This afforded me the opportunity to confirm the data 
were accurately represented. I solicited the expertise of a peer not directly involved in 
this study to discuss and challenge my interpretations and conclusions. These files were 
kept in a locked file cabinet in my home for the privacy of the participants. In addition to 
hard copies, I kept electronic files of all transcripts of each participant on my home 
computer that requires a password to gain access. 
The preparation of this project began with a general concern for teaching students 
to sing musical theater in a healthy manner. Although I was required to enroll in a vocal 
pedagogy course for both the undergraduate and graduate degrees in vocal performance, 
these courses did not include either information or instruction on working with this fairly 
new technique of singing when I was in school three decades ago. As a vocal instructor, I 
felt that in order to teach the musical theater style it was my obligation to learn how to 
use this approach in my own singing first and then instruct my students. As I began my 
research, I observed a distinct division in the literature that advocated either bel canto 
technique or musical theater pedagogy. I became interested in which experiences would 
cause someone to choose to teach a vocal technique different from their vocal training 
and in how those experiences shaped them as teachers.  
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CHAPTER 5: SARRAH’S STORY 
“I didn’t feel like I had an identity.” 
I was able to make sense of the musical world that shaped Sarrah’s story by 
examining her childhood experiences that had fostered the love for music she would 
ultimately develop into a career as a voice teacher. It was necessary to capture a glimpse 
of what shaped her as a singer/teacher and determine which obstacles or advantages she 
encountered as she established this new technique for her students. 
This chapter outlines three themes based on my examination of Sarrah’s 
experiences and discusses how each had an impact on her growth as a voice teacher. The 
three themes are self-efficacy, generic otherness, and belonging. Although these three 
themes can be seen as independent, it was evident through Sarrah’s telling of her 
experiences that self-efficacy had been an integral part of her growth. Her efficacy has 
been an apparent driving factor in her pursuits to learn something new and to not fear 
failing. 
Theme One—Self-efficacy 
The first theme identified from Sarrah’s recounting of her experiences was that of 
self-efficacy. This theme has been present in Sarrah’s life since she was a girl and has 
remained in her teaching and singing today. Self-efficacy is the belief that one has the 
ability to perform and succeed at a specific task. It is central to how a person is motivated 
to attempt something new (Bandura, 1993). 
Sarrah was raised in a home with a deep spiritual and musical heritage. Her 
mother was a classical pianist and a church musician. She had made an immense 
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impression on Sarrah who grew up in a home where her father was a pastor and her 
mother a piano teacher. Sarrah heard music at home on a daily basis whether through her 
mother’s creativity in arranging music, playing beautiful piano literature, teaching piano 
lessons, or her father playing trumpet. These experiences are deeply rooted in Sarrah’s 
artistic choices that shaped her as a musician and teacher. 
As a child, Sarrah studied piano with her mother through high school and 
eventually decided to major in music with an emphasis in piano. Knowing that she would 
need to audition to be accepted into the music program, Sarrah was not afraid of the 
challenges necessary to prepare sufficiently. Her beliefs about her own efficacy were 
crucial to her success in her application to a music program. Sarrah’s experiences as a 
piano student, along with observations of her mother as a musician, largely increased her 
ability to believe that she could prepare for auditions for admittance into a music 
program. Her mother was nurturing as a piano teacher although at times their personality 
differences made it difficult. She related,  
I remember getting ready to audition for the music school at the college where I 
studied, and it was a very last-minute decision because I didn’t know what I was 
going to major in. I was very resistant and all of a sudden it was everybody’s 
emergency that I had to get an audition and mom just dug right in and, of course, 
because of her experience she knew exactly what I needed to prepare. I’m amazed 
at what she was able to do with me in such a very short period of time to help me 
be prepared on any level to study at the collegiate level. 
Sarrah’s mother was the primary influence on the development of her musical 
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skills on the piano. Sarrah was encouraged to explore both through piano lessons and by 
observing her mother who often created her own musical arrangements for performing. 
This kind of influence strengthened her desire to explore music and reinforced her 
confidence to pursue music as a chosen field. Sarrah’s self-beliefs demonstrated that she 
could accomplish her goal to perform well on the audition. 
Although Sarrah auditioned and was accepted as a piano major into college, she 
was also encouraged by a professor to audition for the voice department. During this time 
her love for music began to expand to the area of vocal repertoire. As a college student, 
Sarrah developed her skills as a musician and enlarged the compass of her musical 
talents. Although she intended to be a piano major, her experiences in the vocal studio 
and the choral program expanded her love of music and ultimately were the primary 
causes for switching her major to voice. 
I was just very excited when I went in and played my piano audition. One of the 
professors . . . said to me, ‘Why don’t you audition for voice, too, because it 
might benefit you to take some lessons?’ I don’t think that he was even 
anticipating that it would eventually become my major.  
That’s really how I got started taking lessons during my first semester. I 
really was just torn between the two instruments. I had no idea what was available 
vocally . . . I just got so turned on to it all. I thought, ‘There’s a whole world out  
there and it’s so amazing.’ 
With Sarrah’s eagerness to try voice lessons, she quickly found it interested her 
and she began to grow in other capacities as a musician. Her efficacious attitude helped 
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her to learn a new skill set. Sarrah eventually dropped her piano major with the intention 
to take as many electives in piano pedagogy as possible. She continued to play the piano 
throughout college and worked as an accompanist; however, her new focus took her in a 
completely new direction. Through encouragement from her professors, Sarrah was 
willing to try something new and never questioned whether she was capable of learning 
vocal technique. Her beliefs in her own efficacy to master a new skill motivated her to try 
voice lessons. 
 The area I didn’t know anything about was voice and I thought, ‘What an  
opportunity. I’m here and so if they think I’m qualified I’m going to go for it,’ 
and I ended up falling in love, just really in love with it.  
Sarrah had no plans to become a voice teacher during her college career. Newly 
married after graduating, Sarrah began working for an insurance company; she also 
began building a vocal studio of high school students consisting primarily of musical 
theater hopefuls. During this time, she first began to experiment with teaching voice 
outside of her comfort zone. 
In my private voice studio, I had a number of high school students that were 
saying ‘I want to try out for’ whatever it happened to be that they were 
performing. So suddenly I started cramming so that I would know what they were 
doing. It was really driven by teaching and not by performing or even by being a 
patron. My exposure was really based on just wanting to make sure that I 
understood what these students were trying to learn or prep for. 
As Sarrah began to work with her high school students she noticed the remarkably 
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different sound they produced between singing classical and non-classical repertoire. 
These sounds concerned her and caused her to ask questions about vocal technique for 
musical theater. It was obvious to her that, when performing classical literature, the 
students were able to produce a free and lovely tone, but during their attempts to sing the 
latest musical theater piece their posture was out of line and their tone production became 
somewhat strained.   
They would stand there and they would sing, you know, ‘Caro mio ben’ and they 
would have lovely technique and everything would be lined up and you would 
think, ‘oh this is wonderful. I love the freedom that I see and hear in their voice,’ 
and then they would pull out the, you know, piece they wanted to audition with 
and suddenly they had terrible posture and everything was constricted and it 
didn’t even sound like the same person. I was thinking, ‘Where did this come 
from?’ 
Although Sarrah had not received formal instruction in training singers to sing in 
non-classical styles, she made it a priority to investigate both the literature and styles not 
as familiar to her. Sarrah’s determination to be able to meet her students’ needs was 
realized through her abilities to teach in a style foreign to her. Sarrah’s perception of her 
own self-efficacy made it possible for her to visualize herself as successful in 
researching, exploring, and experimenting with a pedagogy not part of her training. She 
began to explore the possibilities of what her own voice could do during a period in 
which she stayed at home to start a family with her husband.    
 I would just grab songs that I liked in both genres and I would work them. 
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I would pick up an aria and . . . would work it for several weeks until I felt like I  
would be living in that world and it would become predictable in owning a  
particular sound. Then I would grab a song from the polar opposite and I would  
work in that world for a couple of weeks . . . I really wanted to be able to bridge  
the gap of those two worlds. I wanted to try to find out what are those predictable  
things that I can actually control? Which elements of my singing can I control and  
turn on and off to produce a particular effect? 
When establishing a teaching career, Sarrah was primarily able to rely on her own 
judgement and pull from the knowledge she had gained in college to build new skills for 
teaching her students. She recalls that then there were no resources to pull from compared 
with today.   
If I had a student ask me now what resources could you point me to I could easily 
point them to many, but they weren’t there for me . . . I admire the people that 
really did put the research in and have developed the specific pedagogy that help 
in our becoming more standardized.  
Although tools were not readily available for Sarrah to consult as she began to 
expand the pedagogical content in her vocal studio, she felt confident enough in her skills 
as a singer and teacher to experiment on her own voice and those of her students. 
Theme Two—Generic Otherness 
The second theme, generic otherness, was found in relation to conversations with 
Sarrah’s college voice teacher. Othering describes how one looks at another group of 
people whose beliefs are different from their own (Bhatia, 2007). In Sarrah’s case, 
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generic otherness related to a particular genre of music. In the classical world, many view 
bel canto as a higher form of music for the elite while musical theater is meant for the 
common person. This theme can have a negative effect on those who feel that they, or 
their beliefs, are seen in a pejorative way. Bhatia (2007) describes generic otherness as an 
internal recognition of being different from the perceived norm. Although generic 
othering may still be present in some situations today, it has not hindered Sarrah’s growth 
as a singer and teacher of musical theater. 
As a child immersed in music on a daily basis, Sarrah was influenced musically 
by both her mother and father. Entering college, Sarrah was exposed to a wider spectrum 
of literature and experiences that influenced her to change her focus to vocal 
performance. During this time of exploration Sarrah began to experience new concepts 
and musical literature different from what she had been exposed to as a child and 
adolescent.  
In addition to learning a vast amount of vocal literature during college, Sarrah had 
the privilege during her senior year to audition for a large well-known choral symphony 
and was hired for the professional smaller ensemble. This experience enabled her to 
participate in a specialized group and increased her desire to become a trained musician 
as a career choice.  
Although Sarrah was thrilled to perform as a classical musician, she did not wish 
to solely focus her talents on one genre. At times, she became frustrated as a singer 
because she wanted to perform contemporary styles; however, she felt that the pop genre 
was déclassé, not seen as a legitimate style of music for study in college.  
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We spent all of our time on classical music. So, by default I definitely had 
a sense that it [contemporary music] was less refined and that maybe there wasn’t 
a particular pedagogy for it. And, certainly that there was a hierarchy of how you 
approach your voice as a professional. I remember even as a student thinking 
almost wishfully that I could do something in both worlds but it seemed to be a 
closed door at that time . . . I got a very distinct sense that if I was working on 
something contemporary or a popular song for something that it didn’t need to be 
talked about in lessons because that was something that you did on your own. It 
wasn’t necessarily the real thing, you know. 
Sarrah recalled times where she was afraid to let anyone know she wanted to sing 
in both styles. She feared she would be looked down on if her chorus friends knew she 
secretly sang contemporary, and vice versa; she did not want her friends who sang jazz 
and other contemporary genres to ever hear her sing classical music.   
I remember when I would be working in the contemporary setting almost 
feeling apologetic for my classical background and when I was working in the 
classical world, I was wanting to not talk about what I was doing in the 
contemporary world because I felt apologetic. I just felt really like I was two 
people and I didn’t figure that out for a couple of decades. It took a very, very 
long time within myself just to figure out who I was as a singer. It was very hard. 
I didn’t feel like I had an identity.  
Although Sarrah did not necessarily feel she was being judged for her singing 
voice, she did sense that singing in a style of music other than classical was frowned 
  
97 
upon, and this caused feelings of apprehension and confusion. These feelings can be seen 
in relation to the theory of generic othering. Classical musicians had a sense of 
superiority that amplified Sarrah’s feelings of other/inferiority.  
During the college experience, impressionable students may fear sharing their 
desires because of their uncertainty about their own skills and potential in their chosen 
field. This is also a time when students are much influenced by their professors, who can 
either build them up or tear them down. Although Sarrah was thriving in this 
environment, she was frustrated because she felt torn between two worlds of music and 
two singing styles. Conversations with her voice teacher regarding styles of music made 
her uncomfortable seeking his guidance; likewise, she was fearful that her friends who 
were contemporary musicians would judge her classical singing. 
Sarrah’s situation with her professors made her feel susceptible to ridicule if she 
chose to reveal her desire to perform contemporary music. Regardless of whether her 
professors meant to relay such condescension, these feelings of inadequacy were 
pertinent to her confidence as a performer. These opposing worlds made her feel as 
though she had to choose one or the other because neither genre was acceptable to all her 
musical colleagues and professors. Sarrah felt she did not truly have an identity as a 
singer. Perhaps during a time in her life when she should feel as if she could explore and 
learn to be proficient in many styles of singing, she actually felt constricted and unable to 
work on her skills to cross over into non-classical singing. 
Theme Three—Belonging 
For many years, Sarrah felt alone in the process of exploring musical theater 
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technique. Others were not available to engage in conversations about this genre of music 
and the importance of teaching one’s students good vocal health in all styles of singing. 
This made her feel isolated and frustrated. The last theme, belonging, is important 
because, after years of teaching and experimenting with her own vocal pedagogy, Sarrah 
found validation through scientific research. She attended a workshop hosted by experts 
in contemporary commercial music and discovered for the first time that she belonged to 
a group of like-minded people. 
As Sarrah became more comfortable with her teaching after gaining many years 
of experience, she attended the Somatic Voice Works Institute at Shenandoah University. 
Her experiences there helped her to fully grasp the pedagogy she had established in her 
own vocal studio. She recalls how she felt after the first session of the conference. 
You know when you study something you feel like you’ve got the right idea when 
you sense you’re on the right track, but you can’t find someone to validate that 
and you feel a little insecure and you don’t have confidence? When I studied at 
the Contemporary Vocal Pedagogy Institute . . . I went back to my hotel room and 
called my husband . . . I told him that someone was validating me and I was on 
the right track with all these things that I supposed and that I didn’t have the 
vocabulary to use in my studio. But I was so excited to find that I was okay and 
that there was real science to back it up.  
Although Sarrah had been teaching and coaching students in a style different from 
her classical training, she had never felt the work she was doing with her students was 
validated in the same sense of her colleagues’ pedagogy. The bel canto style of singing 
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was the primary technique at the college where she taught. The classical method was also 
valued by many because of its longevity. The newer pedagogy she had been 
experimenting with for several years had been defined as valuable in the context of the 
contemporary vocal institute she attended. She finally felt as if the experts in the field 
were confirming what she, in a very informal way, had suspected to be true. This was an 
invigorating discovery as Sally felt that she “fit in” for the first time with like-minded 
other teachers. 
Discussion 
Many instances influenced Sarrah’s development and evolution of the kind of 
vocal pedagogy she teaches her students. No single experience caused her to expand her 
instruction to include musical theater. Obviously, several factors in relation to times of 
growth and change throughout her career as a student and voice teacher led to the 
development of her current technique. 
One influential factor in her pedagogical advancement was her own self-efficacy. 
From the time that she began studying piano with her mother as a child, Sarrah developed 
skills through her educational experiences and teaching practices. Self-efficacy most 
often begins in the home with parents who inspire their children to learn to perform 
activities and accomplish tasks (Bandura, 1993). Students prone to high self-efficacy tend 
to respond to challenging learning situations more often than those with a low self-
efficacy who will not put in the effort and ultimately fail the task (Stajkovic & Luthans, 
1998). This prompting encourages a child to want to achieve larger tasks without fear of 
failure. Self-efficacy is often seen in children who seek challenges in order to grow in 
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knowledge and skill.  
Through Sarrah’s educational experiences and in her development as a teacher, 
she viewed obstacles as opportunities for growth. For the most part, Sarrah has been 
confident in her abilities to complete tasks and activities, and that ability had a positive 
impact on her drive to learn to teach voice students to sing in a healthy manner. 
Sarrah’s experiences as a college student fostered a desire to expand her 
knowledge in areas beyond the borders of what she learned in her pedagogy courses. Her 
own determination to try various performance methods overcame her fear of trying new 
techniques. Sarrah’s experiences led her to envision the possibilities of performing 
various styles of music. Through trial and error, she believed it possible for her and her 
students to successfully perform a different style of singing. 
Although Sarrah exhibits self-efficacy, there were times when she admittedly 
feared speaking about her desire to sing in a style that varied from her training. Feeling as 
if classical singing were the only legitimate style, she sensed that in order to be valued by 
her professors she must stifle her passion to sing contemporary music.  
The feeling she would be seen as something other than what was acceptable 
brought frustrations in college. Her feelings of this separation were borne out by the 
contemporary musical world around her. She feared she would be judged based on her 
classical technique. These experiences led Sarrah to struggle with her identity as a 
performer and ultimately caused her to choose performing only in the classical style.  
Sarrah’s frustrations, however, did not hinder her from expanding her 
performance to include both contemporary and classical styles after completing her 
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undergraduate degree. Her desire to learn to sing and teach in a style in which she was 
not formally trained led her to attend the Somatic Voice Works at Shenandoah 
University. Her experiences there gave her the confidence she needed to teach and 
perform in a variety of styles. Her attendance at the workshop confirmed that the things 
she was exploring within her own practice as well as in her teaching studio gave her a 
sense of belonging. Sarrah’s participation in a highly respected program in which she 
received feedback confirmed what she was already doing and reinforced the technique 
she had been teaching through the auspices of research that proved there exists a healthy 
manner to sing while integrating a belt technique. 
Through examining Sarrah’s experiences as a musician, singer, and voice teacher, 
it is interesting to note that while the three themes appear distinct, they are also linked in 
a way that has had a positive effect in her development as a teacher.  
Figure 1: Sarrah’s Cycle of Themes.  
 
Although her self-efficacy was the driving factor in the evolution of her vocal pedagogy, 
not until she had a sense of belonging in a community of experts in the field of musical 
theater did she begin to have confidence in her own skills. The times in which she felt 
marginalized due to the perception of generic otherness toward her chosen genre of music 
Self-
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OtheringBelonging
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hindered her from having a strong sense of identity as a contemporary singer and teacher. 
Her high self-efficacy was stronger than her feelings of generic otherness; however, it 
was her sense of belonging—birthed out of generic otherness—that was instrumental in 
her journey that led back to her strong self-efficacy. This cycle was influential in how she 
was shaped as a teacher that successfully expanded her pedagogy.  
For years, Sarrah was othered by professors and even colleagues. This sense of 
othering based on musical genre caused Sarrah to feel as though she did not truly belong 
in either the classical or the contemporary musical world. She was unable to openly 
discuss her desires as a musician because those around her made her feel that any genre 
of music other than classical was not a legitimate form of music. Because she did not 
have a strong identity as a contemporary musician, she felt as if she did not fit in that 
world. Feeling frustrated, Sarrah described herself as not having a strong sense of 
identity. Instead of feeling open to have discussions with her professors or even her 
colleagues regarding the pedagogy and performance practices of various styles of music, 
she hid her true desires out of fear of what others would think.  
As a musician, Sarrah had the right to perform or teach in any style of music she 
chose, but because she felt discrimination from others regarding a genre of music they 
did not perceive as important, or perhaps felt uncomfortable with themselves, this made it 
extremely difficult for her to have conversations or even explore various genres and 
pedagogies. The instructors and other singers and teachers who she met at the conference, 
however, shared the same passion she had about this pedagogy. This new sense of 
belonging was life-changing in that it helped her to feel accepted by others in a field 
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equally as important as the classical field. Had it not been for this new-found confidence, 
Sarrah might not have pursued teaching musical theater. Her sense of belonging caused 
her to incorporate her self-efficacy to move forward, learn to perform and teach a new 
method, and to openly and honestly speak out about the importance of this genre.  
Through Sarrah’s telling her life experiences and her journey of becoming a voice 
teacher willing to branch out and teach musical theater, she was intrigued by examining 
her own experiences and how important this journey has been to encourage her to 
continue on her current path.  
It is almost as if you are granting yourself permission to try to change some things 
or to continue on a path that you are on. I think some of this comes with age in 
general where you become more aware of areas in your life, but certainly 
professionally I feel more comfortable in my shoes now than I did twenty years 
ago.  
As Sarrah and I discussed her feelings of fearing to share with her professors her 
desire to perform contemporary music, she realized her fear had caused her to not have a 
strong self-identity as a singer and musician during those years. Sarrah found the 
categorization of generic otherness regarding a genre of music quite interesting when 
examining her feelings as a young musician, and she believes that this may be typical for 
many singers.  
Sarrah’s journey has given her more confidence in her own performance and 
teaching because she has always perceived that she could accomplish tasks even if the first 
attempt was not successful. Instead of allowing her feelings of othering to keep her from 
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pursuing the type of singing she desired, she used those feelings to prove eventually that 
she could perform and teach various styles. Her experiences have taken her on a journey 
that has reinforced her confidence and sense of belonging to a cause; this will help her 
students to become healthy singers in whichever genre they chose and to help them 
discover that music is a beautiful source of art with many different faces.  
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CHAPTER 6: RENATA’S STORY 
“Well, you’ve been listening to Barbara Streisand again.”  
Jerome Bruner (1991) stated that narrative accounts “should center upon people 
and their intentional states: their desires, beliefs, and so on; and they should focus on how 
these intentional states led to certain kinds of activities” (p. 70). The conflicts Renata 
encountered over the years with other faculty members in both the vocal and theater 
worlds significantly influenced her decision to pursue teaching musical theater as a viable 
pedagogy for her students. It was almost as though she were driven to accomplish the 
goal of teaching musical theater simply because others made her feel as if this pedagogy 
was not important or was potentially harmful. Through the interview process, it became 
evident that Renata is not afraid of failure or of pursuing things she finds important.  
Examining how Renata’s life experiences shaped her voice instruction to expand 
into the pedagogically unfamiliar, I found that three recurring themes brought meaning to 
her experiences: generic otherness, reactance, and grit. The three themes are outlined in 
this chapter and followed by a discussion of how each theme influenced Renata’s journey 
as a teacher of musical theater. 
Theme One—Generic Otherness 
Although othering is typically regarded as relating to minority groups such as 
students of color, the underprivileged, one’s religious affiliation, or those in the gay 
community, I would argue that othering can occur toward a particular genre. Renata was 
made to feel inferior many times because she was viewed as a minority by her colleagues 
due to her choice to teach a pedagogy foreign to that taught by those around her. She was 
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made to feel inferior in both performing and teaching situations when a hierarchy of 
music was displayed through a spoken and unspoken atmosphere. Although she detected 
an element of snobbery from colleagues’ remarks, Renata did not allow these comments 
to deter her from pursuing a technique she believed to be viable for her voice students.  
Renata quickly discovered in college that to sing musical theater was not 
considered an appropriate expectation. From comments by her private voice teacher she 
realized that she would have to sing using only a classical technique. Such direction made 
her feel conflicted because she liked musical theater and would have chosen to follow 
that path; however, her teacher made it clear that he did not find that sound pleasing and 
ultimately did not have much respect for that kind of voice. She recalled that comments 
from her teacher made her feel inferior because of her musical choices.  
He was always saying, ‘Well, you’ve been listening to Barbara Streisand again, I 
can tell.’ I was always conflicted because he really did not have a great respect for 
that sound and so it was kind of hard, and I knew if I did voice there I was just 
going to have to fit.  
Such experiences were only the beginning of many years of feeling that musical 
theater was not acceptable in her college; this created an atmosphere that threatened her 
freedom to explore that style of singing altogether. This was her first exposure to a 
definite hierarchy of musical styles. These comments made her feel she was unable to 
experiment with various repertoire because she would be seen as inferior or less than an 
accomplished singer. Fortunately, Renata gained a love for the classical singing voice and 
enjoyed the challenges of learning to sing in that manner. Her diligence as a voice student 
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paid off; she was accepted into a master’s program. 
Throughout Renata’s journey as a singer and as a voice teacher she has 
experienced many instances in which she felt that others did not agree with her stance 
toward musical theater. Although she has been teaching at the same institution for over 
twenty years, she still feels frustrated hearing comments by other teachers and directors. 
Once Renata decided to explore teaching musical theater to her students, she continued to 
be met with resistance regarding such a choice. Not only did her colleagues in the music 
department make her feel inferior in her choices as a teacher, but some in the theater 
department had negative comments regarding her teaching.  
No one else here agrees with this technique, well, in voice . . . choral directors 
usually are not in favor of it. They really, well most of the ones that I have known 
in the traditional choirs, don’t really use belting in the choir situation . . . In fact, 
to say that someone is belting is a put down, just the word . . . I’ve had a problem 
with a person in the theater department, who is no longer here, who said, when I 
was working with several people in the theater department, that people don’t belt 
anymore. She would tell the students that no one does that anymore whenever 
they would have auditions. And I thought, okay . . . I mean it still continues a little 
bit, like even on our faculty. 
These experiences Renata has endured have caused her to even more diligently 
commit to teaching her voice students to sing in a healthy manner. She knows that she 
has been criticized by her colleagues. 
I still get frustrated, you know? Because you’re just really, well, I have in my 
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vocal pedagogy class where I have other teacher’s students and I think it really 
stems from a cultural bias and it’s really hard to get past that, you know? It stems 
from what a person thinks is beautiful and what they think is hurtful. And the 
reason that I bring that up is because that’s what I comfort myself with because I 
know I get criticized.  
Reflecting on her experiences, Renata has often used the word frustration to 
describe how teachers made her feel because she was unable to discuss this type of 
pedagogy with them and how her colleagues have made her feel because she chooses to 
teach musical theater. Although these frustrations have been present throughout her 
musical career, she has not allowed them to deter her from what she feels is important 
and vital to the success of young voice students wanting to learn how to sing with a solid 
vocal technique. 
Theme Two—Reactance 
Reactance theory is based on the premise of freedoms and threats (Brehm & 
Brehm, 1981). While Renata struggled in many situations, feeling frustration when others 
judged her based on her teaching, these stifling experiences caused a reaction in her that 
furthered her desire to regain the freedom to teach a pedagogy she strongly believed 
could provide a viable and healthy technique to her students. During her undergraduate 
years and from the beginning of her teaching career, Renata understood an unspoken rule 
about the unimportance of musical theater as part of the curriculum. Comments made by 
her teacher and colleagues caused her to feel she was unable to perform or teach any style 
other than classical. These feelings threatened her freedom to do something she 
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considered essential; however, rather than allowing this to limit her pedagogy, such 
experiences prompted her to react in a way that empowered her to reclaim freedom to 
teach what she believed was important.  
As a student in college, Renata wanted to get involved in musical theater; 
however, the music department only taught classical literature and did not produce 
musicals. Her teacher had made it quite clear that she would be focusing only on the bel 
canto style of singing. As Renata continued studying to sing and teach in a bel canto 
style, she began to feel confident in her vocal technique and was able to comfortably sing 
her recital literature, operatic roles, and oratorio, but nevertheless, when presented with 
the opportunity to do a musical theater role in a summer program she quickly became 
frustrated because she felt that she could not effectively perform the repertoire. She was 
not comfortable asking her voice teacher for help because of the rule not to cross over 
into other styles of singing. Renata became frustrated when cast as Marta in the musical 
Company.  
I guess my singing must’ve been alright, but I was very frustrated doing that role. 
I was frustrated because I just really didn’t know what to do because I couldn’t 
switch. I could do chest register and I could do classical but that particular piece 
was just right in the middle there and I was just very frustrated . . . My degree was 
in pedagogy there, we didn’t even address it. It wasn’t even talked about. I was 
very frustrated. 
Experiences like this caused Renata to question the importance of learning a vocal 
pedagogy beyond the scope of bel canto. These feelings of frustration caused a reaction 
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that would lead her to counter her training and the teachings of other voice teachers in the 
field. Her frustrations were mainly due to her lack of knowledge of how to implement the 
correct vocal technique in musical theater. Although she had a solid classical technique, it 
did not lead to the correct approach of producing the chest-mix in order to belt in a 
healthy manner. Her pedagogy classes did not address the issue of belting. This was 
somewhat frustrating because she felt that as a voice teacher-in-training she did not have 
the tools to teach all styles of singing.  
Renata’s first experiences as a voice teacher were limited to classical vocal 
pedagogy and repertoire. As a graduate assistant and at her first full-time teaching 
position after obtaining her doctorate, Renata taught only classical literature. In both of 
those positions it was understood that classical repertoire and pedagogy were the only 
focus. Not until she was hired in her current position was she was bold enough to 
entertain the idea of teaching singers to belt. Even then, it was many years before she felt 
confident enough to teach it effectively. 
I felt inadequate because I didn’t understand the switch, the whole thing with the 
voice because I couldn’t do it myself and no teacher had ever shown me. No one 
wanted to talk about it . . . It was only when I was introduced to Estill [Estill 
Voice Training™ founded by Jo Estill, a researcher, educator, and singer, to train 
singers the belt technique] and started reading some books that I thought, ‘Oh, 
OK! Someone is doing something about this.’ But really until then I was groping 
in the dark because I didn’t know what I was doing. 
After years of being told that bel canto was the only appropriate pedagogy for 
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teaching and singing, Renata’s frustrations pushed her to the point of learning how to 
teach and sing musical theater belt on her own. She felt it was more important to offer a 
service to her students than to care about what others told her was the correct vocal 
pedagogy. 
I’m not going to stop doing what I think is right because I feel like if we’re a 
voice teacher it doesn’t say classical; it says voice teacher especially if you’re a 
professor in college. Should you not be up on what’s currently being done and 
educate your students and yourself about all kinds of singing, you know? And not 
just be closed minded. I don’t think I’m over it because [criticism] still happens.  
These experiences began to shape Renata’s pedagogy because she was driven to 
explore something she believed in as a young singer and teacher but, as a student and 
teacher-in-training, was afraid to speak against others in positions over her. The conflict 
between what she had been taught and what she felt should be taught eventually led her 
to boldly reclaim an important tool for all voice teachers—to be able to instruct in various 
styles of singing rather than focusing solely on bel canto. She began to speak to a 
colleague who had spent some time in New York and was interested in belting. After 
many conversations, Renata began to feel she needed to attend the Estill program so that 
she could understand the scientific research done in the field.  
Renata’s experience at the Estill workshop furthered her excitement about musical 
theater because she realized that others in the field had the same passion regarding the 
style of singing as she did. Additionally, she discovered that Estill’s research 
demonstrated what occurs in the vocal mechanism when singers sing in this style of 
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music. After attending the program, she decided that she would not let what others say 
about her teaching deter her from doing what she felt was important. 
Theme Three—Grit 
Renata’s experiences could have caused her to abandon her efforts to expand her 
pedagogy; however, her determination to gain knowledge in the area of musical theater 
may be defined by her grit to not give up when the going got tough. The individual who 
is passionate about something and is willing to persevere through adversity is someone 
who has grit, the staying power to see things through for the long hall (Duckworth, 2016). 
Grit and determination were first modeled to her as a child by her parents, particularly by 
her father. Although her parents did not have a lot of money, her father worked diligently 
to save money for the purchase of a piano and piano lessons because he knew how badly 
Renata wanted to study. He made it a priority to see that she had the opportunity to learn 
to play the piano. His example was instrumental in how Renata determined to never give 
up when things were difficult.  
Renata was determined to work hard in order to acquire the skills needed to teach 
a style foreign to her training. Intrigued by the musical theater voice, Renata concluded 
that there must be a way to teach it effectively. She had determined through listening to 
singers who could perform the style without straining their voices to investigate further. 
After speaking with a colleague who had attended an Estill workshop, she decided to 
explore various options for herself. She attended the National Association for Teachers of 
Singing (NATS) musical theater convention in New York where Jo Estill was presenting 
her research.  She found it fascinating that someone had research to back up this style of 
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singing.  
The first thing that I did, I went to NATS, to this musical theater convention in 
New York City . . . Jo Estill clearly, to me, had scientific evidence and the others 
didn’t really, or so it seemed to me. Every time they would say something, Estill 
would say, show me your evidence . . . What was really wonderful was that 
NATS was having this and that the conversation about legitimizing it [musical 
theater belt] was happening.  
After attending the NATS convention and having had conversations with her 
colleague about Estill’s research, Renata decided to attend a workshop to get first-hand 
experience. 
I went to that for two or three summers. I first went there and they worked with 
me. They actually worked with all of us on belting and I was not very good at it. I 
was extremely frustrated because everything that you do for belting you don’t do 
for classical. And the classical had just been poured down my throat [laughter] 
and so that first one that I went to I remember singing ‘Everything’s Coming Up 
Roses.’ It was a real belty song and the woman working with me said, ‘Renata, 
you don’t have it yet, but don’t get discouraged on this program, you personally 
don’t [produce the belt voice correctly] at this point.’  
Although Renata did not feel she had a breakthrough in learning how to belt 
herself, she was not easily swayed to give up. The coaching she received only made her 
more determined to try again. Her vocal instructor for the master class told her to not get 
discouraged. This is the point at which many students would have given up, becoming 
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disheartened not immediately obtaining the results they are trying to achieve. Renata, 
however, possessed grit in that her desire to accomplish this new vocal technique 
outweighed the feeling of failure for not achieving the results she had hoped for on her 
first try. The desire to possess the skills to belt caused her to return to the workshop for a 
second year where she was once more tasked to work on the belt technique 
After her second experience with the Estill workshop, Renata was unafraid to try 
new things in her vocal studio because she felt more knowledgeable on the subject and 
had purchased videos that not only demonstrated this new technique, but also included 
scientific evidence to document what she wanted to teach. This gave her a new boldness 
and excitement as she expanded the kind of literature she was assigning her students. 
Well, another thing that I had to back it up, and I use still in my vocal pedagogy 
are all the videos that she had that has the Yale stamp [of approval]. I just had 
more confidence because I thought, ‘Well, OK, what I’ve been thinking is not 
wrong. And, I have someone to back me up and there is scientific proof to back 
me up.’ I have a bunch of books that she has. She has all kinds of training 
programs. And, so it really changed everything and then I started working more 
with theater people. I felt trained [laughter]. I felt like I knew something.   
Renata’s desire to learn how to teach musical theater outweighed the obstacles she 
faced after many years of not knowing how to perform the technique correctly as well as 
the opposition she faced from teachers and colleagues. Her conversations with a 
colleague who understood her frustrations encouraged her to move forward with what she 
deemed important as a voice pedagogue teaching all styles of music. Her determination 
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and grit drove her to explore the opportunity of the Estill workshop in order to gain a 
working knowledge of this new pedagogy. Feelings of frustration along with a lack of 
understanding about how to approach singing and teaching musical theater did not cause 
Renata to withdraw from unfamiliar territory. They became the sole purpose for 
exploring the technique that would not only help as a singer but, more importantly, as a 
teacher who wanted the tools to teach her students any style of singing.  
Discussion 
 Renata’s experiences have been instrumental in the development of the vocal 
technique she teaches in her studio. She is a firm believer that students must have the 
foundational skills in classical technique before they begin the process of understanding 
how to belt correctly. Her development as a singer in college and as a graduate student 
gave her the skills to accomplish these goals; however, she was frustrated as a young 
singer who desired to perform in musicals but was unable to perform the roles in a way 
she felt was not only enjoyable, but healthy to sing. The themes I found in her 
experiences have worked together throughout her career to evolve into a viable technique 
for students who desire a career in the classical and musical theater worlds. 
The themes generic otherness, reactance, and grit have been present throughout 
her lifetime as a singer and teacher and have made her the pedagogue she is today. These 
themes emerging from her experiences have been the driving force for fostering a 
pedagogy she is proud to teach her students both in the private studio and in her vocal 
pedagogy courses. 
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Figure 2: Renata's Cycle of Themes.  
 
She has at times been made to feel by her superiors and colleagues that musical theater is 
unacceptable in the college curriculum. These spoken and unspoken words created an 
environment that made musical theater teaching seem inferior. In many instances, she 
was in the minority as a teacher of musical theater. She felt criticized by others for not 
following the same mold they believed best. 
The feelings of being othered eventually influenced her reactance as she felt her 
freedom to teach a varied pedagogy was threatened. As Renata got older and became 
more experienced, she was able to break out of the mold that hindered her from teaching 
something other than bel canto technique. Those who teach only classical technique had 
been somewhat demeaning in their comments over the years. Her experiences of being 
othered caused her to react and expand her pedagogy mainly because she was tired of 
being made to feel marginalized by other colleagues. This new-found freedom prompted 
her to attend the Estill program to learn how to sing and teach her students to use a 
healthy technique in whichever style they chose.  
Attending the Estill program made her confident in the pedagogy she was 
teaching in her studio. Although Renata did not completely learn how to perform a 
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technique vastly different from the one she had learned in college, she left the first level 
of the workshop feeling confident about her pursuits. She did not focus on her limitations, 
but was willing to keep trying even though she was still learning to implement the 
musical theater technique both as a singer and as a teacher herself.  
Her grit and determination caused her to decide not to abandon this type of 
teaching because she was encouraged by the research presented at the workshop. She was 
even more determined to boldly teach musical theater in her vocal studio although many 
still criticized her for it. For this reason, she has displayed grit as a teacher committed to 
teaching all styles of singing.  
Renata felt that my research study process had helped her to look within herself as 
a teacher and to realize that she typically reacts in opposition when challenged by others 
who do not support her goals. Comments from previous teachers and by her colleagues 
only made her more determined to pursue what she believes vital for any voice teacher to 
consider. As a voice teacher, she feels it is important to provide a service to students that 
will ultimately produce a healthy vocal technique.  
I feel like I’ve got a whole lot of years left as a teacher and this has made me want 
to stay on the same path. Of course, there are some benefits of being older . . . I 
feel like I can do more of what I want to do and I’m not afraid like I used to be of 
being judged. I’m feeling even bolder about what I believe and will be even more 
vocal about it than I used to be. 
She feels more empowered now than before to continue this journey of putting the 
students and her needs first over the criticism she still receives from others. Renata’s age 
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and experiences have much to do with her boldness to continue doing for many years to 
come what she so strongly believes to be a solid vocal technique. 
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CHAPTER 7: KAYLA’S STORY 
“Not bad for a girl who can’t act.” 
Examining Kayla’s journey as a singer and teacher, it is evident that her 
experiences from childhood to the present were influential in making her the musician 
she is today. Kayla’s early years at home nourished her musical talents through exposure 
to various styles of music. She studied piano with her mother and attended classical 
concerts, opera, oratorio, and symphonies in which both her mother and stepfather 
participated. She was involved in a show choir that performed show tunes extensively 
throughout the year and at occasional competitions. Kayla also had a rich background in 
dance that fostered her love and comfort with musical theater.  
Kayla parents, teachers, and directors had fostered a love for performing that 
enabled her to continue on this path today. Although Kayla teaches a majority of the 
time, she still performs frequently in both classical and musical theater genres. In this 
chapter, I shall discuss how the three themes found in Kayla’s experiences have shaped 
her pedagogical and performance choices. These themes are assertiveness, generic 
otherness, and bridging. This chapter will also demonstrate how each theme is tied 
together with the others. 
Theme One—Assertiveness 
I found that although there were times Kayla met with resistance, she was never 
afraid to stand up for herself. Her assertiveness afforded her further opportunities because 
it caused her to learn new skills she felt would help her to become a better performer. As 
a child, Kayla grew up in a household constantly filled with music. Her mother had a 
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degree in music education and taught both piano and voice. She attended classical 
concerts because she grew up outside a large city rich with cultural events. She 
participated in music making herself, which reinforced a love for music at an early age. 
Her mother in particular was influential in creating an environment full of music both 
personally and socially. 
There was always music around. We went to lots of concerts. I would see 
musicals, operas, and my mom was classically trained so classical music was 
highly valued . . . and they fully supported me in show choir. 
Although her involvement in a show choir gave her much needed confidence, an 
experience with her high school musical director was instrumental in promoting her 
assertiveness as a performer. During this time, her teacher promised her a role in the 
musical; however, she informed Kayla that she did not feel she had the necessary skills as 
an actress and decided to cast someone else. Although this experience could have caused 
Kayla to withdraw, she took it on herself to prove she could act and was compelled to 
show her music teacher she was capable as an actress. She auditioned and was cast as the 
lead in a straight play in the theater department. 
Every single person in the arts has had someone who says really shitty things to 
them (excuse my language) and I have had that, too. It was one of my high school 
teachers who basically told me that I had the lead in a play the year before 
auditions . . . and, then I didn’t get it and she said, “Well, you out sang everyone 
but your acting just wasn’t up to par.” So, you know we all have those negative 
experiences, so what do I do? I went to the theater department where they had this 
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brilliant actor guy for a high school and I played the leading role in Our Town that 
year. And, the musical teacher came crying to me, and I said, ‘Not bad for a girl 
who can’t act.’ 
Kayla’s determination to prove she could do something someone else said she 
could not do had a huge impact on her not being afraid to audition and try new 
experiences to help her expand her performance opportunities. 
While in graduate school, Kayla was expected to grow as a classical musician as 
she prepared for recitals, oratorio solos, and operatic literature. She learned the 
community theater in town was auditioning for a production of Sondheim’s Side by Side. 
Her voice teacher was less than enthusiastic about her getting cast in one of the roles. 
So, I saw a thing about Side by Side by Sondheim and so I thought Sondheim, 
that’s crossover, right? And there were only four people in the show and I got in 
and my voice teacher literally said, ‘You are not doing that show.’ And I said, ‘I 
am doing that show, you’re going to teach me through it, you’re going to come 
and watch it, and you’re going to see me sing it healthy’ [Laughter] . . . so he did. 
He coached me through it and he came to see me sing and he said, ‘Well, I don’t 
think you’re hurting yourself.’  
 Kayla’s assertiveness afforded her confidence in her abilities to sing musical 
theater in direct conflict with the teaching of her teacher. She was firm with her teacher 
because she was truly convinced that crossing over could be done in a healthy manner. 
This conversation ultimately convinced him she was singing in a way that was not 
vocally harmful. Kayla was not afraid to stand up for herself in a situation she felt was 
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important regarding her vocal technique.  
With years of experience, Kayla has become more assertive through the growth of 
her pedagogical and performing skills. She has gained confidence through both successes 
and failures. Her failures have pushed her to explore and learn; her successes have given 
her the tools to continue courageously on her journey as a teacher. She is confident in her 
teaching skills and believes that healthy singing can be done in any format as long as the 
teacher knows what he or she is doing. This is her primary focus in teaching her private 
students.  
Theme Two—Generic Otherness 
For the most part, one often associates “othering” with feelings of inferiority 
brought on by those who view people as different from themselves. Kayla recalled a 
specific instance in which she had been invited to teach a seminar on the high belt 
technique and a member of the music faculty walked out. She related, 
It was like a seminar class that they dedicated to crossover and one time it was all 
about high belt. They were like, ‘Can you show our students how you do that?’ 
And one of the teachers left frankly. She just walked out. 
Although Kayla shared a few experiences in which she felt othered because of her 
musical choices, she admitted that these instances brought on her own feelings of 
snobbery towards teachers who only taught the classical genre. Those times she felt 
others judged her because of her musical genre preferences caused her retaliation. These 
experiences have furthered her ambition to prove that any style of literature can be sung 
with a healthy approach. It has been the driving force behind her adamantly expanding 
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her pedagogy to include musical theater. 
Kayla’s influences and experiences as a young performer and in graduate school 
were instrumental in her biases against the classical genre of music. For years, she 
competed in competitions with the show choir. These positive experiences caused her to 
fall in love with any non-classical genre. As she began the college search, she intended to 
major in musical theater and had no interest in a career as a classical musician. This was 
also reinforced by her father. 
My dad, when I went to college for musical theater, said ‘just don’t ever do that 
opera stuff.’ And I kind of had a little bit of prejudice against the classical stuff. 
Kayla understands about those who are biased against her that she feels the same toward 
them. As an undergraduate and musical theater major, Kayla was required to study 
classical technique for the first year and a half. This prerequisite was not appealing to her, 
but she was willing to do what was necessary to advance to a non-classical teacher. “I 
went to college swearing that I would never sing classical music and swearing that I 
would not be a music teacher,” she said. Although not the ideal situation for her, she 
actually enjoyed studying with her teacher and felt it would be beneficial for her to 
continue under her instruction; however, it was against the university’s policy for 
students to remain in the studio of a classical teacher after the first year and a half of 
study. This policy forced her to change her major to music education in order to remain 
with this teacher who had helped her to become more accepting of the classical genre and 
had opened up performance opportunities. 
 As a college voice teacher, Kayla has had the opportunity to work with some 
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wonderful colleagues in the theater department. Each year her institution collaborates 
with a famous voice coach known for coaching some brilliant actors. As Kayla has had 
the occasion to have many discussions and coachings with the guest instructor, she 
confirmed that the choices she made as a teacher have been worthy and feels confident in 
her teaching even knowing that others do not agree with it. 
My connection with her has really underlined to me how those classical people 
think that anyone singing other than classical is wrong and that it’s going to hurt 
you. They’re just full of crap. They have just not tried it and I am really 
judgmental of them because I just think that they are limiting themselves, their 
teaching, and their students’ capabilities.   
These experiences with the guest vocal coach caused her to feel more strongly 
that classical voice teachers are biased when it comes to any other genre of music. Rather 
than making her feel inferior, such bias has caused her to become more adamant that 
what she is teaching is a valid and important pedagogy.  
Kayla’s experiences on both sides of this fence opened her eyes to the prejudices 
of both viewpoints. She had experienced a time when a classical voice teacher has 
walked out of a lecture she was giving to graduate students and has heard theater people 
voice their opinions about opera singers and their work ethic. 
I feel like I’ve got a great vantage point so that I see the prejudice from both sides. 
I know which voice teachers in the school of music think I am the spawn of Satan 
because I teach people to belt and for letting my students sing the way they sing… 
And I know how theater folks feel about the music people. They think they don’t 
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spend enough time rehearsing because we have a five-week rehearsal schedule for 
every show … It’s a professional schedule and they know that the operas get 
thrown up a lot quicker … They’re both wrong and they’re both right. 
Kayla’s participation in both departments has given her insight as to how each plays a 
part in marginalizing the other.  
Theme Three—Bridging 
 Kayla’s journey as a performer in both the classical and non-classical genres have 
given her a vantage point on both sides. Although she inclines toward musical theater 
over bel canto, she does appreciate the work required to become a healthy singer in any 
genre of music. Kayla works alongside classical teachers in order to put the students’ 
needs over her own pedagogical preferences. Her readiness to bridge the gap between 
musical theater and bel canto pedagogy helped build relationships with those with 
different views regarding music genres. She has been invited to give workshops for 
graduate students at her university. The students in the workshop do not have a 
background in musical theater and are studying to become classical singers/teachers. 
Although this is rare, it has started a conversation between the two departments.  
I think it’s a rare situation on our campus … I think it comes out of marketability 
in a way. I mean, you know, how many great classical singers are out there that 
have no work, and so I think more and more singers are starting to think, ‘hmm, 
maybe we should try some of this musical theater stuff, too.’ I think it comes 
more from the student than anything else and for a few teachers that are thinking 
‘I don’t know what to do [how to teach] with musical theater.’ 
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As a voice instructor in the theater department, Kayla’s focus is quite different from that 
of voice teachers in the music department. Her training and background in the classical 
genre, however, has given her credibility with the classical teachers who are confident in 
her background as a singer and teacher. 
They’ve just been great about it and I think it’s because they know my training is 
classical and they’ve heard me on stage a lot and they’ve heard my students a lot, 
but they know that I’m not going to come over and do something that’s going to 
be wrong for their students. 
 Kayla believes her opportunities to instruct workshops have opened up more 
conversations with teachers without a background in musical theater. She was 
approached by a classical teacher with the prospect of sharing a student in the preparation 
of the student’s recital. The voice student wanted to perform both classical and musical 
theater, and the teacher did not feel comfortable or sufficiently trained in the area of 
musical theater to guide the student.  
I think he’s not interested in becoming an aficionado on musical theater belt . . . 
but he’s open to it, and so are some of the other teachers at the school . . . I just 
think that they are willing to get their students what they need and this girl was 
wanting to do the musical theater . . . so, she did a lesson with me every week and 
a lesson every week with him . . . I was like, ‘This is great! This is fun!’ 
These opportunities have been invaluable in bridging relationships with teachers 
who normally would not support the belting technique. Although not all of the teachers in 
the music department would engage in this discourse between departments, a number of 
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teachers are beginning to find value in what Kayla is teaching. These relationships 
demonstrate that the vocal health of the student is more significant than the ego of the 
teacher. 
Discussion 
 
 Kayla’s background and experiences have influenced her preferences for the 
pedagogy she teaches. Although her formal training was in the bel canto style, her love 
for musical theater never diminished as she expanded her knowledge in vocal pedagogy. 
Some of her experiences caused her to continue on the path of musical theater rather than 
pursue a career in bel canto or classical literature. 
Kayla’s strong background in show choir and dance were instrumental in creating 
a love for musical theater and pop music. The environment was one in which she felt 
encouraged to grow as an entertainer through performances both on stage and at 
competitions. Her assertiveness has furthered her endeavors to grow as a singer and 
teacher of musical theater. Kayla experienced evident feelings of generic otherness 
because of her musical preferences. These feelings could have caused her to feel inferior; 
however, this has not been the case. In fact, in many instances she has othered classical 
musicians because of her experiences of be othered. As a mature teacher, Kayla has used 
her experiences of being othered along with her assertiveness to create a healthy 
environment of bridging with colleagues across the aisle.  
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Figure 3: Kayla’s Cycle of Themes. 
 
Her assertiveness has been instrumental in carrying her through present situations 
and will likely continue to strengthen her view of herself and her teaching in the future.  
Kayla’s experiences of othering were influential in bridging because she has shared 
students with a classical teacher. This experience has been invaluable to both her and the 
student. The open discourse has been instrumental in alleviating fear on both sides 
regarding bel canto versus musical theater pedagogy. Both Kayla and the classical 
collaborator have gained a mutual respect for the expertise each brings. In turn, the 
students are able to gain an understanding of good vocal health from both sides rather 
than feel one is superior to the other. These experiences can demonstrate to a teacher-in-
training the possibility of a healthy dialogue without causing one group to feel inferior to 
the other. 
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CHAPTER 8: THE JOURNEY OF LIVED EXPERIENCES 
We all are on a journey, and we all have a story to tell. For some, the journey is 
what we had hoped, and for some our lived experiences take us on a path quite different 
from what we expected. Sarrah, Renata, and Kayla’s experiences were instrumental in 
taking them on a journey that broadened their knowledge of pedagogy, but, more 
importantly, shaped their identity as voice teachers.  What we make of our stories helps 
us to find meaning in our lives and can help us to look to the future. What can we learn 
from looking at ourselves to make meaning of our experiences? “Self-making is, after all, 
our principal means for establishing our uniqueness, and a moment’s thought makes plain 
that we distinguish ourselves from others by comparing our accounts of ourselves with 
the accounts that others give us of themselves” (Bruner, 2002, p. 66). 
Results 
 The dominant question guiding this narrative research asked three voice teachers 
how their past experiences shaped their adoption of musical theater pedagogy. I wanted 
to find 1) which experiences in the individual’s personal and professional life influenced 
and fostered her pedagogical understanding of musical theater pedagogy, and 2) how 
does each individual’s retelling of her life experiences construct her understanding of 
meaning to her past, present, and possible future as a teacher?  
As this study began, I was interested in how each teacher expanded her pedagogy 
to include a genre of music she had not been formally trained to teach; however, when I 
talked with each teacher and heard her story, I discovered her reasons for this expansion 
were caused by specific experiences and how those made her feel. Some were positive, 
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but others rather negative. For each teacher, I found three themes based on their 
experiences. Some were isolated, yet an overlap of one theme was discovered in the cases 
of each of the participants. These themes will be outlined in this chapter, which will also 
demonstrate how the themes have worked in conjunction with each other.  
Recalled Memories 
Sharing our stories helps us to recall significant experiences that affected our 
choices and journey through life. Each participant had specific memories she recalled 
during the interview. Each participant was excited to read her transcripts and to discuss 
the emerging themes from my findings.  
Through Sarrah’s telling of her journey to become a voice teacher willing to 
branch out to teach musical theater, she was intrigued by how important this journey had 
been in encouraging her to continue the same path.   
It is almost as if you are granting yourself permission to try to change some things 
or to continue on a path that you are on. I think some of this comes with age in 
general where you become more aware of areas in your life, but certainly 
professionally I feel more comfortable in my shoes now than I did twenty years 
ago.  
As Sarrah and I discussed her fear of sharing her desire to perform contemporary music 
with her professors, she realized that the fear had caused her weak self-identity as a 
singer and musician. Sarrah found the categorization of generic otherness regarding a 
genre of music quite interesting when examining her feelings as a young musician, and 
she believes that as artists this may be typical for many singers.  
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Sarrah’s journey led her to become more confident in her own performance and 
teaching because she had always perceived she could accomplish tasks even if the first 
attempt was not successful. Instead of allowing her feelings of othering to keep her from 
pursuing a particular type of singing, she used those feelings to prove she could perform 
and teach various styles.  
Her experiences have taken her on a journey that reinforced her confidence and 
sense of belonging to a cause, one that will help her students to become healthy singers in 
whichever genre they choose and also help them to discover that music is a beautiful art 
with many different faces.  
In my conversations with Renata regarding her journey as a voice teacher, she felt 
that this process had helped her to look within herself as a teacher, and she realized she 
typically reacts in opposition when challenged by others who do not support her goals. 
Comments from previous teachers and her colleagues only made her more determined to 
pursue what she believes is vital for any voice teacher. As a voice teacher, she feels it 
important to provide a service to our students that will ultimately produce a healthy vocal 
technique.  
I feel like I’ve got a whole lot of years left as a teacher and this has made me want 
to stay on the same path. Of course, there are some benefits of being older . . . I 
feel like I can do more of what I want to do and I’m not afraid like I used to be of 
being judged. I’m feeling even bolder about what I believe and will be even more 
vocal about it than I used to be. 
She feels more empowered to continue this journey of putting the students and her 
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needs first over the criticism she still receives from others. Renata’s age and experiences 
have much to do with her boldness to continue doing what she so strongly believes to be 
a solid vocal technique.   
Kayla’s recollection of her past experiences as a musician, as well as her 
interviews during this process, have helped her to evaluate herself as a teacher and a 
performer. As Kayla thought more about how her journey shaped her philosophy as a 
teacher, concluded that the driving force behind her teaching was based on the things she 
had struggled with as a singer herself.  
I was thinking about why I’m so stubborn or adamant . . . about the way I  
teach . . . I think, I know that it comes directly out of my experience as a 
performer. And the whole reason that I would say the thing I’m most passionate 
about teaching are the things that I had the most difficult time learning as a 
singer . . . I have been more passionate as a singer because that’s something that I 
couldn’t do and I wanted to figure out how . . .  
So, I think those things are totally symbiotic and I’m not sure that I 
thought quite that way until you started asking me questions . . . It’s a journey of 
the performer that we go on and the self-discovery when we’re storytelling in 
theater, in musical theater anyway, and the journey as a teacher is to be by the 
students’ side as they discover their own voice, but not just their own voice, but 
their metaphoric voice. 
Just as Sarrah and Renata mentioned their self-discovery, Kayla also pointed out 
that at this stage of her career she is not as concerned about what others think of her and 
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the technique she teaches. Her years of experience as both a teacher and singer have 
given her the confidence to continue the path she is currently pursuing.  
Discovered Themes 
Each participant’s experiences began in a home that fostered a love for music. 
Both Sarrah and Kayla’s musical parents gave them exposure to music; the two heard 
music performed in the home, at church, and on the stage. The involvement of their 
parents in their musical study influenced how they learned and grew as musicians. 
Renata’s experiences in the home were different from her parents’ but just as influential 
because they made financial sacrifices to ensure she had a piano and was able to take 
piano lessons.  
Although I found various themes with each participant, each theme is attributed to 
her confidence as a teacher, singer, and musician. Their self-reliance enabled them to turn 
negative experiences into positive situations that caused them to believe in themselves as 
teachers. Examining each participant’s life experiences led me to find several themes that 
will be outlined in the next section. These themes cast light on what may be helpful to 
both voice teachers-in-training and current voice teachers. The themes found in this study 
are: self-efficacy, grit, assertiveness, generic otherness, belonging, reactance, and 
bridging.  
Childhood Influences—Self-efficacy, Grit, Assertiveness 
Sarrah’s Experiences—Self-efficacy. As stated above, all three teachers had 
positive experiences as children that fostered a desire to pursue music as adults. Sarrah’s 
parents, especially her mother, were instrumental in providing the tools she needed as a 
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young musician and ultimately as a teacher to learn new skill sets. Her self-efficacy 
helped her not to fear learning new concepts. As a beginning voice teacher, she tried new 
techniques on herself and on her high school voice students who wanted to prepare for 
auditions in their high schools.  
I’m not the first person to use this word by any means, but at the time I just came 
up with the idea of defaults. A healthy default setting for my classical voice and a 
healthy default setting that I could find again for my contemporary voice. I 
wanted to try to find out what are those predictable things that I can actually 
control. Which elements of my singing can I control and turn on and off to 
produce a particular effect?  
With the limited resources of a beginning teacher, she had to rely on her self-efficacy to 
try new things. As Sarrah began to work with students, she saw results indicating healthy 
singing. Sarrah first used these techniques on herself to challenge her own technique. 
Renata’s Experiences—Grit. Renata’s experiences watching her parents work 
hard to save money for a piano and lessons may have been a factor in her association 
with grit. Duckworth et. al. (2007) described the gritty individual as someone willing to 
work through adversity and never give up in spite of failures. As Renata began to explore 
how to practice a new pedagogy, she exhibited grit and determination to learn how to belt 
in order to be a more effective teacher. Although she feels that she still needs work on 
this technique herself, the tools she gained have helped her become successful in teaching 
the belt technique. 
I’m still not great. I can take the chest register up a certain little way, but I  
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wouldn’t put myself out in public doing it. But I’m good enough that I can show 
somebody how to do it. I’m pretty good at getting students to be able to do it.  
Renata has had to display determination and grit to continue teaching in a manner that 
she believes is a legitimate form of vocal pedagogy, even though she has been met with 
resistance from other faculty members. She is not afraid of hard work and welcomes the 
challenge when she feels that the cause is important. 
Kayla’s Experiences—Assertiveness. Kayla’s experiences as a child fostered an 
assertiveness to defend herself that helped her grow as an adolescent singer/performer 
and today as a voice teacher. Assertiveness involves an honest discourse based on one’s 
feelings while exhibiting concern for others’ welfare (Rimm & Master, 1979). Kayla has 
never been afraid to confront issues or stand up for things she believes important. This 
assertiveness has carried her through her career as a student and as a teacher. As she has 
matured as a teacher, she has altered her assertive manner in a positive way in 
interactions with those who do not necessarily agree with her vocal pedagogy.  
 
College and Career Influences—Generic Otherness 
Although the experiences of each participant differed considerably from those of 
the others, all three teachers had an experience that contributed to the theme generic 
otherness. Others had made them feel inferior because of their choice of a musical genre. 
According to Bach (2005), “In any bureaucratic system, the more powerful are in a 
position to other those who are either in the minority or the most vulnerable, connected to 
or dependent upon the bureaucracy for their organizational survival” (p. 259). Most of 
these experiences began either with their own teacher or with a colleague. As students, 
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the participants understood that their preferences were viewed disapprovingly because 
musical theater was not seen as a legitimate genre of music to be studied in the vocal 
studio. These experiences made them feel marginalized and fearful of discussing or 
asking for advice from their voice teachers.  
As they began their career as voice teachers they were met with the same 
resistance and feelings of marginalization if and when they spoke about the musical 
theater style of singing. Although they were no longer under a teacher’s authority, the 
weight of teaching in a system that was not valued in their musical world kept them in a 
place of vulnerability. With the majority of their colleagues and peers performing or 
teaching bel canto technique, they felt marginalized because they chose to teach a 
different vocal technique.   
Typically, to be othered can cause one to withdraw and feel judged by their 
outward appearance, religious beliefs, sexual preferences, accent, or, in this study, 
musical genre (Bach, 2005; Basselet, 2015; Bhatia, 2007; Borrero, Yeh, Cruz, and Suda, 
2012; Cain, 2015). Bhatia (2007) describes generic otherness as an internal recognition of 
difference compared with the perceived norm. Feelings of otherness can have a 
significant effect on self-esteem. Although the study of generic otherness often examines 
the views of those being othered, one can discover significance learning the views of 
those in the position of othering people and their reasoning for doing so.  
While the theme of generic otherness had a huge impact on their growth as a 
musician and teacher, this theme differed in each participant’s life. Otherness had a 
negative impact on how both Sarrah and Renata were made to feel about musical theater 
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and contemporary music. Both spoken and unspoken prejudices made the two voice 
teachers feel inferior to their colleagues. Such feelings often caused them to withdraw or 
hide their own musical preferences, fearful they would be judged not on their talent but 
whether or not people found them legitimate musicians.  
On the other hand, Kayla’s experiences of generic otherness put her in the 
position of othering classical musicians. Although instances occurred in which she felt 
marginalized as a non-classical voice teacher, she was not as negatively influenced by 
those views, rather it caused her to harbor the same feelings toward the classical 
musicians. Kayla was determined to not let others opinions about her affect how she felt 
about herself.  
Sarrah’s Experiences. As a student in college, Sarrah often sensed that any genre 
of music other than classical was viewed as inferior by her professors. Her desire to 
perform outside of the classical genre was frustrating, because she felt unspoken cues that 
it was unacceptable to perform in any contemporary genre. She would have never felt 
comfortable seeking the advice of her voice teacher regarding the correct theatrical vocal 
technique.  
As a member of a prestigious professional choral group, she was afraid to admit 
her desire to perform in contemporary styles. Her colleagues were opposed to other 
genres of music and made it clear they felt that any style of music other than classical 
was for the common performer and not for those who had been professionally trained. 
Such discourse from her classical friends left her feeling inferior and often caused her to 
withdraw from conversations in which she was afraid to voice her own opinions. 
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Although Sarrah was performing in classical situations, her husband was involved 
in their church in which classical music was not common in the worship services. She 
often found herself wishing she were able to freely participate, but was often fearful that 
her classical voice would emerge as she sang. She was concerned that her friends without 
the same training she had would judge her for how she sounded when trying to sing 
contemporary music. This left Sally confused and frustrated; she wanted a solid vocal 
technique in both genres.  
Renata’s Experiences. Renata’s experiences ultimately revealed that the theme 
of generic otherness occurred most often during her teaching career. On occasion both the 
choral and theater faculty have made negative comments either to her or to her students 
that made her feel her knowledge and authority as a teacher were being questioned. Such 
experiences can potentially cause students to question their teacher’s authority when they 
hear other faculty members disapproving a colleague’s teaching techniques. This is not 
only unprofessional behavior but it also can undermine one’s colleagues. In this case, her 
associates believe classical technique is superior and non-classical technique inferior. 
Kayla’s Experiences. One most often associates generic otherness from the point 
of view of those being othered, but one should also consider why one may adopt the role 
of the ostracizer. On occasion a music faculty member looked down on her because that 
person did not agree with Kayla’s musical theater pedagogy. This experience caused 
Kayla to become angry, but she did not let this affect how she saw herself as a teacher 
and performer. Out of her anger came a defensive feeling of superiority over classical 
singers. Her theater colleagues also influenced how she felt about classical musicians. 
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They held a negative notion that opera singers did not have dedication to character 
development, extensive rehearsal schedules, and rigorous performance demands. The 
way they saw classical musicians also impacted Kayla’s reverse discrimination as she 
now primarily works in the theater department.  
One must realize that, although there are those who feel substandard and are in 
the role of being othered, this feeling can ultimately cause a negative mindset toward 
those who instigated these feelings of inferiority. This is essential to understand as a 
teacher in a position of authority. Our biases and presuppositions can have an impact not 
only on our students’ performance, but also on how they view themselves if they perceive 
that they are being marginalized. This knowledge can have a positive effect if teachers 
allow students to openly discuss their views and their interests as musicians. This 
knowledge can open conversations between teacher and student and build a positive 
relationship.    
Pursuing a New Pedagogy—Belonging, Reactance, and Bridging 
The experiences of each teacher were part of the journey motivating them to 
discover a new and different pedagogy. Each participant had familial ties that fostered a 
love for learning and deep commitment to what they believed important. These 
influences, along with experiences of generic otherness, drove them to stand behind a 
pedagogy they felt is important for singers. All three voice teachers believe that teachers 
do a disservice to students if they only teach classical technique. Students will either 
leave the voice studio altogether or sing in a way that can be harmful to them. Voice 
teachers should strive to stay current in the field and be able to provide a service to 
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students that will promote healthy singing in whichever musical genre they pursue. 
Sarrah’s Experiences—Belonging. Sarrah’s frustrations as a young adult 
wanting to be able to perform both classical and non-classical music with a healthy vocal 
technique was part of her desire to gain the skills to teach a new pedagogy. For years, she 
tested various exercises on herself as well as on her students in the hope to teach musical 
theater students more effectively. Not until her experience at the Somatic Voice Works 
summer program did she have a sense of belonging in her teaching career. This was 
pivotal to her understanding regarding her own teaching technique. Although the 
terminology was different from what she had been used to, the technique was much the 
same. 
Good, Rattan, and Dweck (2012) wrote,   
Sense of belonging to an academic domain likely contains various components, 
but at its heart it reflects the feeling that one fits in, belongs to, or is a member of 
the academic community in question. In addition to viewing oneself as being 
inside a discipline rather than on the fringes of it, sense of belonging may also 
entail a sense of being valued and accepted by fellow members of the discipline. 
(pp. 700–701) 
By attending the Somatic Voice Works conference, Sarrah sensed she was no 
longer alone but fully supported by experts in the field who possessed research to back 
their claims for this newer pedagogy. She felt equipped and invigorated to return to 
teaching voice and to confidently instruct her students to sing musical theater. This new-
found confidence was refreshing not only to her, but to her students as they placed their 
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trust in her as a skilled musician and teacher of a healthy vocal technique. 
Renata’s Experiences—Reactance. The occasions when Renata felt her 
colleagues questioned her pedagogical choices often made her feel she was not free to 
teach what she deemed as important. The feelings brought on by those who seemed 
opposed to her teaching often caused her to sense that her techniques as an instructor 
were threatened. She did not receive the support needed to feel successful in her voice 
studio. Renata reacted in a way that would help her reclaim her freedom as a teacher. 
Attending the Jo Estill workshop freed Renata, now able to explore a pedagogy she had 
already believed important. While attending the workshop, she was able to sit in on the 
teaching of a technician who helped her find her belt voice. Although she did not feel she 
had completely achieved the new technique, she did feel empowered to expand what she 
had learned in order to give her students the tools to belt in a healthy manner. 
 The theme of reactance has been instrumental in Renata’s journey as a voice 
teacher not willing to let anyone tell her she could not teach a practice she firmly believed 
to be a viable vocal technique. “Reactance is conceived as a motivational state, there is 
no assumption in the theory that individuals are motivated to have or gain freedom, only 
that they are motivated to restore freedoms that have been threatened or eliminated” 
(Brehm & Brehm, 1981, p. 35). The opportunity to attend the Estill workshop provided 
the reinforcement Renata needed to teach belt technique with confidence. 
Kayla’s Experiences—Bridging. Kayla’s experiences of being othered directly 
influenced her feelings of inferiority. She adamantly would not let them affect her own 
self-perception. Her assertiveness also came into play in her decision to expand her 
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pedagogy to include musical theater belt.  
Although both themes were important in her journey, the third theme of bridging 
was perhaps the most important because it helped her confidence as a teacher who still 
teaches bel canto but primarily teaches belting technique. Her expertise as a musical 
theater teacher has prompted instructors who do not feel equipped to teach this style to 
contact her to work with their students who would like to learn to sing musical theater. 
The point of bridging is to expand beyond the borders of our own kind, whether 
that is race or religion, or in this case a genre of music. Kayla has garnered the respect of 
bel canto teachers because they knew that her training was in a style they believe 
important. As they watched her expand her pedagogy, the music faculty have asked her to 
conduct workshops on the belt technique. She has also been asked to work alongside 
teachers who have musical theater students. Instead of remaining in the circle of only 
those who agree with her, Kayla has started a dialogue with faculty members who teach 
bel canto technique, and she has been afforded the opportunity to coach those faculty 
members’ students. Her interactions have prompted invitations to conduct workshops for 
classically trained students. These opportunities would not have occurred if teachers were 
unafraid to reach outside their comfort zone to allow their students to discover a healthy 
way to sing in other genres. 
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Figure 4: Participants’ Themes. 
 
The findings for each participant consisted of two positive themes and one 
negative theme. The negative theme, generic otherness, was the only theme found to be 
common among all three voice teachers. Generic otherness was targeted towards one 
musical genre but ultimately had an impact on the teacher’s self-perception. I contend 
that the positive themes were dominant over the negative theme and heavily influenced 
the success of each voice teacher in expanding their vocal pedagogy to include a new 
technique. 
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CHAPTER 9: IMPLICATIONS AND CONSEQUENCES 
Narrative solves no problems. It simply locates them in such a way as to make them 
comprehensible—Jerome Bruner 
As a voice teacher for over twenty years, I had many prejudices toward other 
musical genres than bel canto. Many of my opinions were shaped during my 
undergraduate and graduate career. Although my voice teachers rarely articulated 
negative opinions regarding other styles of music, it was implied through the pedagogy 
that a primacy of music such as opera, oratorio, and art song literature existed. It was 
apparent that the voice faculty spent much time cultivating their students’ talents with the 
intent of shaping them to become professional singers in a competitive world of classical 
literature. Although many continue to study bel canto technique, much has changed in 
today’s musical preferences. The younger generation is interested in genres that have 
become popular through television, social media, and YouTube videos.  It would seem 
that the majority of students no longer aspire to become an opera singer.    
Although it was not my intent to shed light on my own preferences as a teacher, 
this study helped me to discover my own biases. In order to understand myself better as a 
voice teacher as well as how I approach my students in a more effective manner, I had to 
ask myself the same questions I asked the participants in this study. As each voice teacher 
recalled her experiences, I remembered a situation where I felt embarrassed and ashamed 
by a comment made by my first voice teacher. He made it clear that any style of music 
other than bel canto was unacceptable to bring to my voice lessons. I vividly remember 
going to my first session with excitement to work on vocal technique. I brought several 
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song books by contemporary artists of the day and my teacher promptly stated, “We do 
not work on that style of music in this department.” I was humiliated because I did not 
realize that the music I loved was unacceptable for study in the collegiate setting.   
 After scrutinizing the data from each participant and examining my recalled 
experiences, I assert what I believe to be the meaning of each participant’s experiences 
based on their journey as voice teachers and what this means for not only their possible 
future as teachers, but for the future of voice teachers and their students. 
 First, I argue the importance of recalling past experiences. This may be 
instrumental for voice teachers and teachers-in-training to understand their own biases 
and how those prejudices might create an environment that leads students to feel inferior. 
Voice teachers are not only training voices; they are training students. Students are more 
than merely their voices, they are people. Although teachers wish to train their students to 
sing with a healthy technique, students are primarily interested in becoming better singers 
and exploring music that speaks to them on a personal level.  
 As outlined above, I discovered three themes for each participant regarding her 
experiences; however, one common theme was critical to their journey. I found the theme 
of generic otherness crucial to this study as it has great implications for voice teachers 
and teachers-in-training today as well as students in the voice studio. Othering is 
associated with feelings of inferiority brought on by others who marginalize a person 
based on their race, religious affiliation, sexual orientation, or any other demographic that 
is different from their own. Generic otherness is related to an internal acknowledgement 
of being different from others. 
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As I began examining the data and previous research, I proposed that generic 
otherness could be identified with a musical genre. Although this is the case to some 
extent in this study, I believe that this theme reaches beyond the scope of musical theater. 
I contend that the theme generic otherness links to the marginalization of the student 
whose musical preferences are not perceived as a legitimate focus of study for the music 
major. This study has not only opened my eyes to the opportunities for teachers today 
who are willing to expand their teaching, but I would also argue the implications of my 
findings for teachers not willing to engage in understanding the broader culture of our 
students as people and their musical preferences. 
 As this study grew, I discovered that generic otherness goes beyond a musical 
genre. Otherness always returns to a person’s feelings of being marginalized. The 
argument that our role in marginalizing students can do more harm than help during these 
formative years is compelling. Students will either adopt the predisposition that we 
impose upon them through our authority as teachers or they will become discouraged, 
lose their identity as singers, or, worst-case scenario, leave the voice studio. As teachers, 
we should encourage our students to become better singers by teaching good technique 
and helping them to discover their potential and passion as performers. How can we 
possibly expect them to do this if we make students feel as if they do not have an 
opportunity to voice their own feelings and experiences? 
 As voice teachers, the opportunity to work one-on-one with students can enable 
us to get to know them on a deeper level than if we are teaching in a classroom setting.  
This relationship can allow the vocal pedagogue to develop not only his or her singing 
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voice, but also inspire students to develop their critical voice by encouraging discussions 
regarding their own experiences, feelings, and passions.   
The data show that each participant felt inferior based on her preferences for 
musical theater. Perhaps we should look even beyond the scope of musical theater and 
see how this might apply to other genres of music as well. Considering how long it took 
music educators to integrate jazz as a legitimate field of study, are we taking too long to 
catch up with our students’ cultures? Sarrah recalled how much music has changed in the 
last twenty years since she has been teaching. 
I’m not old enough to have seen the world change, but I have. I look  
back over two decades and I go wow! what a radical fast change of perception of 
genres. 
Furthermore, as research has indicated, othering affects students as a whole person. The 
current situation in the United States seems to have brought marginalization to the 
forefront as there is greater cultural and racial diversity. Understanding the legitimacy of 
one’s feelings when that person has been ostracized should encourage teachers to 
reevaluate how they view their students’ preferences for musical genres. I contend that it 
may be prudent to allow our students the opportunity to share their experiences so that we 
may understand their choices and preferences rather than judge them and who they are 
based on the style of music that they wish to study. The moment we shut down these 
conversations is the moment we become the “otherer,” and our students recognize that 
they are being marginalized because we do not find value in their preferences. This not 
only causes a barrier between teacher and student, it has the potential to decrease 
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learning. Students are more likely to have a desire to grow as singers and musicians if 
they feel that their teacher supports them as a person. 
Although we may connect and identify with a specific genre, should that 
determine how we view our students simply because their musical genre preferences 
differ from ours? We should be asking ourselves as teachers why we are so tied to 
teaching a certain style of music. Perhaps bel canto is our preference, but as educators 
should we not be introducing all styles of music to our students? Students should be 
allowed to explore musical genres that permit them to grow in knowledge and in 
meaningful experiences, rather than learning a technique so that they can become healthy 
singers. Good vocal health is vital, but I argue that that is not why we are enthusiastic 
about what we do. We should strive to help our students to become well-rounded singers 
and musicians, to be passionate about the literature, and to connect with the music so that 
they can share the beauty of the message in order to help their audience to connect 
emotionally. That should be the essence of why we teach. We should also desire to see 
our students grow as a whole person in body, mind, and spirit. This kind of growth occurs 
when we truly seek to hear others’ stories in order to understand their experiences and 
who they are as people rather than merely their musical preferences. 
 The Role of the Applied Voice Teacher 
The importance of understanding our own biases as teachers and the impact that 
prejudices have on our students should encourage us to take a deeper look within 
ourselves and how we regard other genres of music. Through this process we may 
discover that we need to unlearn complaisant, unfounded judgments that are merely 
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based on preconceived notions rather than actual experiences. This kind of thinking not 
only affects how we look at genres of music, but can also determine the kind of discourse 
that we have with our students.  
Voice teachers should also evaluate the generation of students currently enrolled 
and entering college as music majors. Understanding the culture can also help us to 
understand our students and the styles of music they are interested in performing. While 
it is plausible that voice teachers know that many of their students are interested in 
singing musical theater, teachers must also be willing to have conversations about multi-
cultural music in the vocal studio. How are teachers going to address and expand their 
pedagogy if they are not willing to understand the experiences that their students have 
had at home, school, and in the world around them? Voice teachers must stay current 
with trends in music in order to understand the students who are entering into institutions 
of higher education. Teachers need to be more cognizant of their students’ demographic. 
I contend that is no longer acceptable to expect the current college student to enter into 
the vocal studio desiring to solely focus on Western art literature. As teachers, we must 
be willing to have conversations, intently listen to our students, and be willing to learn in 
the process. By examining Sarrah, Renata, and Kayla’s stories, it is evident through their 
experiences as singers, students, and teachers that a need exists for current and future 
teachers to evaluate their assumptions about musical genres and the cultures that surround 
them.  
 It is reasonable that as voice teachers we will have our own preferences regarding 
a specific musical genre; however, we must not marginalize another person (colleague or 
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student) because their preferences differ from ours. I argue that when we allow our 
students to make music, whether it is bel canto, musical theatre, or any other style, we 
open up new opportunities to allow them to be transformed through the experience of that 
musical moment. When we inhibit our students from having musical experiences outside 
our realm of teaching we can stifle them as performers and ultimately as a whole person. 
It is plausible that as voice teachers we have marginalized the student as a whole person 
by allowing only a certain type of student into the vocal studio.  
I contend that although bel canto is an extremely important foundation for a good 
vocal technique, it is completely acceptable for our students to desire to perform in other 
styles of music. We should be willing to encourage them to explore other genres when 
they have the opportunity. As voice teachers, we may find that we like other genres when 
we are willing to explore other styles of music for ourselves. The issue is not to abandon 
teaching bel canto, the issue is that we cannot marginalize our students and colleagues 
because they have a different genre preference from our own.  
The discovery of the common theme of generic otherness in each of the 
participant’s journeys also led to the understanding that we, as responsible teachers, 
should safeguard our students against the same marginalization in order to help them 
become confident in their choices as musicians, singers, and future teachers. Not every 
teacher will become an expert in musical theater, nor will every teacher make the 
decision to primarily teach bel canto in his or her vocal studio. We must be willing to 
make discoveries about ourselves so that we can allow our students more opportunities 
and freedom to study techniques beyond the scope of our instruction. Giving them the 
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tools to grow as technicians can promote life-long learning as they eventually become 
teachers or performers who stay current with the latest trends. 
I contend that as experts in vocal pedagogy, we should have a desire and be 
willing to dialogue with other vocal pedagogues who teach a technique different from 
ours. This could potentially be instrumental in building relationships with others in order 
to strengthen an understanding of unfamiliar genres of music. I am not implying that 
voice teachers should abandon the foundational skills of the bel canto technique. Western 
art music is a rich source of literature and remains an important study. I do believe, 
however, that demanding that our students stay within the bounds of the Western art 
musical genre will limit the diversity of students we have the opportunity to teach. 
Marginalization of a singer and his or her preference for a musical genre ultimately 
implies that we think less of those who are different from us. It is important to understand 
that when we disregard the significance of other styles of music, we are taking the 
position that Western art music is far superior to any other style and therefore other 
genres are not worthy of study. 
The most important thing that we can do as voice teachers is to commit to 
teaching our students as the whole person and not merely their voices. I believe that we 
must be confident enough in what we teach to be willing to allow students to explore 
various genres without feeling as though what we are teaching them is being threatened. 
This should be liberating for the voice teacher to know that they are teaching students to 
be confident enough to discover and practice different styles and techniques.  
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The Role of the Vocal Pedagogy Teacher  
Previous research by Cain (2015) found that teachers in Australia felt that 
although it is important to teach Western art music, it is just as vital to teach music of 
diverse cultures; however, most teachers felt ill-equipped to do so. The never-ending 
cycle of knowing that there is importance in teaching diverse styles of music and feeling 
unprepared to expand pedagogy to include more genres of music will not change if voice 
teachers are fearful to make this transformation. This is not only true for the private 
studio, but also for the college vocal pedagogy course. 
As vocal pedagogues who train those who aspire to teach private voice lessons, it 
is crucial that we start having these discussions in the confines of the classroom. Music 
educators must be willing to discuss issues of culture and race as they relate to diverse 
genres of music. It should no longer be the norm to expect to only include bel canto 
technique when the breadth of repertoire is so vast.  
 Additionally, students entering into a program that offers a vocal pedagogy course 
should examine their own biases regarding musical genres in order to stop the cycle of 
imposing their preferences on future students. The purpose of the educational 
environment is to give students the opportunity to discover, think critically, and to come 
to their own conclusions. This should also be true in the musical world. Students should 
feel safe to ask sincere questions and debate topics regarding pedagogy and musical 
preferences. This type of discourse should be considered healthy and welcome in the 
classroom.  
 Voice teachers must be willing to develop pedagogy courses that explore various 
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genres of music. I advocate for team teaching the vocal pedagogy course by utilizing 
voice teachers who can bring experience and knowledge from various points of view to 
ensure that students are exposed to a wider scope of literature. We must be progressive in 
our philosophy of teaching the next generation. We must conclude that, by expanding our 
knowledge of various musical genres and cultures, we will have the opportunity to build 
bridges with students and give them a critical voice. We will have the privilege of 
knowing our students on a more personal level; this will enable us to encourage them as 
performers and future teachers rather than trying to turn them into someone other than 
who they are. We must be willing to examine our own prejudices so that we will no 
longer “other” a musical genre, and our students. 
 
Future Research 
 The focus of this research began with a desire to closely examine a small pool of 
teachers and the experiences that were influential in their expansion to teaching a 
technique that varied from their training. This limitation gave me an opportunity to work 
more closely with each voice teacher. Although there was value in having a smaller 
number of participants in this study, it may be beneficial to broaden the scope through 
examining a larger pool of teachers to ascertain if other teachers have felt marginalized 
throughout their musical careers as both students and teachers. Rather than focusing on 
the experiences of voice teachers that influenced their expansion of vocal technique, it 
may be beneficial to examine how teachers have dealt with being othered and feelings of 
marginalization.  
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 Furthermore, this study only focused on voice teachers who had been in the field 
for twenty years or longer. Future research could include teachers-in-training in order to 
determine how their relationship with their undergraduate voice teacher had impacted 
their prejudices regarding musical genres. As they gain a better understanding of how 
their experiences influence their own decisions, it may help them to put their own 
prejudices aside as they prepare to build relationships with future voice students. Further 
investigation may warrant development and examination of a mentor program for 
bridging the gap between bel canto and musical theater belt pedagogy teachers. Lastly, it 
may be worthwhile investigating the relationship between critical pedagogy and voice 
teacher education.  
Conclusion 
 Stories and experiences are instrumental to how we see ourselves and the world 
around us. What I have learned through this research process is how external influences 
can determine our internal thoughts and desires and how we respond to those with whom 
we have contact with every day. We carry our past experiences with us not only in the 
present, but in how we view our possible futures. By sharing our stories, we recall 
experiences that may have a hold over us and can allow us to look within ourselves to 
examine if a change needs to occur or if we should continue on the path of the journey we 
currently tread. This study has been instrumental in allowing the participants to look at 
their past experiences and the influences those experiences have on their present and 
possible future lives as voice teachers.   
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APPENDIX A 
Interview Questions for Initial Meeting with Participant 
1. Tell me about your experiences with music in the home or in school as a child. 
2. Tell me about your first exposure to Musical Theater. 
3. What experiences did you have in high school that had an impact on your decision to 
become a music major? 
4. Tell me about your experiences with musical theater in college. 
5. How did your teachers (both private and pedagogy) influence how you perceived 
musical theater style of singing when you were in college? 
6. How did the culture of your collegiate experience influence your perception of 
teaching musical theater belt? 
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APPENDIX B 
 
Recruitment Email 
 
Dear Sir or Madame: 
 
My name is Kimberly Keck and I am a doctoral candidate at Boston University in Music 
Education. I am writing because I am doing research for my dissertation and I wanted to 
see if you would be willing to participate in my study entitled “Exploring the Life Stories 
of Three Voice Instructors and Their Journeys as Teachers from Bel Canto to Musical 
Theater Belt.” 
 
The purpose of this narrative study is to examine the stories and lives of three mid-career 
voice teachers and how they perceive that their experiences from childhood through 
adulthood shaped their desires, beliefs, and method of teaching musical theater belt 
pedagogy.  
 
If you volunteer to take part in this study, I would ask you to participate in four 
interviews.  The interviews will consist of questions pertaining to your life story and how 
your experiences influenced and shaped you to become a voice teacher of musical theater 
belt technique even though you were primarily trained with bel canto pedagogical 
content. Each interview should last one hour and will take place at a mutually agreeable 
location.  Upon completion of each interview, I will send an electronic copy to you for 
confirmation of transcript accuracy within one week. After receiving the transcript, you 
will be responsible to review and respond to me with any edits at the following meeting 
and within a one-week period of the final interview. 
 
Your answers will be kept confidential and may not be disclosed, unless required by law 
or regulation.  The information you provide will be published under a disguised name and 
location. No identifying information will be included in any presentation or publication.  
 
Furthermore, all data will be stored in locked files only accessible to myself, the Principal 
Investigator, and my dissertation advisor.  All research data will be assigned a code.  The 
list that links the name of subjects to their code will be kept separately in a locked 
cabinet. Audio recordings will be transcribed within one month.  The audio files will then 
be erased.   
 
Your participation in this research is purely voluntary.  Refusing to participate or 
discontinuing participation will involve no penalty or loss of benefits to which you are 
otherwise entitled.  Should you discontinue participation, you can request that all data 
previously collected be destroyed.  You may refuse to answer any question in the 
interview.  
 
If you have questions regarding this research, either now or at any time in the future, 
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please feel free to ask them.  The Principal Investigator – Kimberly Keck at 423-400-
8970 or at kimkeck@bu.edu will be happy to answer any questions you may have.  
Questions may also be addressed to the faculty advisor – Dr. André de Quadros at 
adq@bu.edu.  You may obtain further information about your rights as a research subject 
by calling the Boston University Institutional Review Board for Human Subjects 
Research at 617-358-6115.       
 
I look forward to hearing from you at your earliest convenience. 
 
Thank you, 
 
Kimberly A. Keck 
Doctor of Musical Arts, Candidate 
Department of Music Education 
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APPENDIX C 
 
INFORMED CONSENT FORM 
 
Boston University College of Fine Arts 
855 Commonwealth Avenue 
Boston, Massachusetts 02215 
T 617-353-3350  F 617-353-5331 
www.bu.edu/cfa 
 
Title of Project:  Exploring the Life Stories of Three Voice Instructors and Their 
Journeys as Teachers from Bel Canto to Musical Theater Belt 
 
Purpose 
We would like permission to enroll you as a participant in a research study.  The purpose 
of this narrative study is to examine the stories and lives of three mid-career voice 
teachers and how they perceive that their experiences from childhood through adulthood 
shaped their desires, beliefs, and method of teaching musical theater belt pedagogy. The 
Principal Investigator, Kimberly Keck, is a Doctoral student at Boston University and the 
project is being completed for her dissertation research. 
 
Procedures 
If you volunteer to take part in this study, we would ask you to participate in four 
interviews.  The interviews will consist of questions pertaining to your life story and how 
your experiences influenced and shaped you to become a voice teacher of musical theater 
belt technique even though you were primarily trained with bel canto pedagogical 
content. Each interview should last 1 hour and will take place at a mutually agreeable 
location.  Upon completion of each interview, I will send an electronic copy to you for 
confirmation of transcript accuracy within one week. After receiving the transcript, you 
will be responsible to review and respond to me with any edits at the following meeting 
and within a one week period of the final interview. 
 
Risks and Discomforts 
There are no known risks associated with participation in the study.   
 
Benefits 
You will not receive any benefits from participating in this research 
 
Alternatives 
Your alternative is to not participate in this study. 
 
Compensation 
You will not receive any compensation for participating in this study. 
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Boston University College of Fine Arts 
855 Commonwealth Avenue 
Boston, Massachusetts 02215 
T 617-353-3350  F 617-353-5331 
www.bu.edu/cfa 
 
 
Confidentiality 
Your answers will be kept confidential and may not be disclosed, unless required by law 
or regulation.  The information you provide will be published under a disguised name and 
location. No identifying information will be included in any presentation or publication.  
 
 
Data will be stored in locked files only accessible to the Principal Investigator and her 
dissertation advisor.  All research data will be assigned a code.  The list that links the 
name of subjects to their code will be kept separately in a locked cabinet. Audio 
recordings will be transcribed within one month.  The audio files will then be erased.   
 
Voluntary Participation 
Your participation in this research is purely voluntary.  Refusing to participate or 
discontinuing participation will involve no penalty or loss of benefits to which you are 
otherwise entitled.  Should you discontinue participation, you can request that all data 
previously collected be destroyed.  You may refuse to answer any question in the 
interview or on the questionnaire.  
 
Contacts 
If you have questions regarding this research, either now or at any time in the future, 
please feel free to ask them.  The Principal Investigator – Kimberly Keck at 423-400-
8970 or at kimkeck@bu.edu will be happy to answer any questions you may have.  
Questions may also be addressed to the faculty advisor – Dr. André de Quadros at 
adq@bu.edu.  You may obtain further information about your rights as a research subject 
by calling the Boston University Institutional Review Board for Human Subjects 
Research at 617-358-6115.       
 
Agreement to Participate 
I have read this consent form.  All my questions have been answered.  I agree to 
participate in this study.  I have been given a copy of this form. 
 
 
  
  
160 
APPENDIX D 
 
Letter of Participation 
 
Kimberly A. Keck 
239 Quail Ridge Dr. 
Dayton, TN 37321 
(423)400-8970 
 
Dear Sir or Madame: 
 
Thank you so much for your willingness to participate in my research project entitled 
“Exploring the Life Stories of Three Voice Instructors and Their Journeys as Teachers 
from Bel Canto to Musical Theater Belt.” As a Doctoral Candidate at Boston University I 
am delighted that you have agreed to help me with this study. The purpose of this study is 
to examine the stories and lives of three mid-career voice teachers and how they perceive 
that their experiences from childhood through adulthood shaped their desires, beliefs, and 
method of teaching musical theater belt pedagogy. 
 
Based upon our previous conversation, you may recall that the participants in this project 
include voice teachers that were trained with bel canto pedagogical content, but expanded 
their teaching to include musical theater belt technique as well. Each interview should 
last approximately one hour, which will be recorded on a digital recorder. I will send an 
electronic copy to you for confirmation of transcript accuracy within one week of each 
interview. Upon receiving the transcript, you will be responsible to review and respond to 
me with any edits at the next scheduled meeting and a one-week period following the 
final interview. 
 
The results of this study will be described in a doctoral dissertation to be submitted to the 
faculty of the Department of Music Education of the School of Music in the College of 
Fine Arts at Boston University. 
 
I look forward to meeting you in person. If you have any questions regarding your 
participation you may contact me at kimkeck@bu.edu or by phone at (423)400-8970 or 
contact my advisor, Dr. André de Quadros at adq@bu.edu. Thank you so much for your 
time and consideration for participation in this study. 
 
Thank you, 
 
 
Kimberly A. Keck 
Doctor of Musical Arts, Candidate 
Department of Music Education   
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